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Réalités Nouvelles 13, par Pierre Restany 

Les Expositions en Belgique, par Maurits Bilcke 
Art Books 

| Rassegna bibliografica, di Umbro Apollonio 


Auctions 


and 32 pages of illustrations 


Volume Il. Nos. 6-7 A Doubie Number 


Galerie Louis Carré Exposition Gilioli 1958 


Louis Carré & Co., Paris VIII 


10, avenue de Messine 


Delaunay Duchamp- Villon Dufy Klee 


Laurens Léger Maillol Pougny 


Bazaine Borés Gilioli Glarner 


Gromaire Hartung Kupka Lanskoy 


Picasso Rouault Soulages Villon 


Louis Carré & Co., Inc. New York 


Totonaca green stone yoke, circa 7th century A.D. 


PRE-COLUMBIAN ART 
STOLPER GALLERIES 


1706 North Orange Grove Avenue 
Los Angeles 46, California - Oldfield 6-4399 
Aztec - Toltec - Huastec - Maya - Mixtec - Totonaca 


Colima - Jalisco - Paracas Cavernas - Chimu - Chumash 
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STUDIO PAUL FACCHETTI 
17, RUE DE LILLE PARIS 7 TEL. LITTRE 7169 


KEMENY: CRISTAL D’ESPRIT 73x100 CM 


EN PERMANENCE: ACHT, APPLEBY, BEAUFORD-DELANEY, BLOC, BOGART, 


DUBUFFET, FIORONI, FONTENE, GAITIS, PANTER, JAFFE, KEMENY, KIMBER- 
SMITH, LATASTER, LAUBIES, NOEL, REVOL, SIMA, SPEYER, WENDT, WOLS. 
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SOTHEBY'S 


announce the Sale in London of 


SEVEN FRENCH PAINTINGS 
OF THE 19th CENTURY 


the Property of 


the Estate of the late Jakob Goldschmidt of New York City 


comprising 
PAUL CEZANNE 
Garcon au Gilet Rouge - Les Grosses Pommes 


EDOUARD MANET 
La Promenade - La Rue Mosnier aux Drapeaux 
Manet a la Palette 


PIERRE-AUGUSTE RENOIR 
La Pensée 


VINCENT VAN GOGH 
Jardin Public a Arles 


(Venturi Nos. 682 and 621; Jamot and Wildenstein Nos. 324, 289, and 294; 
Vollard No. 343; De la Faille, English Edition, No. 504) 


Day of Sale: Wednesday, 15th Oct. 1958, at 9:30 p.m. 


Illustrated Catalogue (7 Plates in colour) 5/- 


SOTHEBY & CO., 34-35 NEW BOND STREET, LONDON W.1. 


Telephone: Hyde Park 6545 
Telegrams: Abinitio, Wesdo, London 


SIDNEY JANIS GALLERY 


Representing the American Artists: 


ALBERS 

DE KOONING 
GORKY 
GUSTON 
KLINE 
MOTHERWELL 
POLLOCK 
ROTHKO 


15 EAST 57 - NEW YORK 
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MODERN AMERICANS 
& EUROPEANS 


AFRO 
BECKMANN 
BIROLLI 
CARLYLE BROWN 
CREMONINI 
DAVIE 


MIRKO 


MINGUZZI 
PERLIN 
PIRANDELLO 
ROSENTHAL 
SAGE 
LANYON 


FRANCESCONI 


CATHERINE VIVIANO 


42 EAST67 STREET NEW YORK 22,N.Y. 
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PERLS GALLERIES 


1016 MADISON AVE., NEW YORK 21 


BRAQUE - CHAGALL - DUFY - GRIS - LEGER 
MIRO - MODIGLIANI - PASCIN - PICASSO - ROUAULT 
SOUTINE - UTRILLO - VLAMINCK bought and sold 
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ALFRED ROGOWAY 
DONALD CARRICK 
HILDA MORRIS 


BARONE GALLERY 1018 MADISON AVENUE, NEW YORK CITY 
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MODERN ART 
FRENCH - GERMAN 
AMERICAN - ENGLISH 


MATISSE 
PICASSO 
UTRILLO 
BONNARD 
ROUAULT 
COURBET 
LAUTREC 
GAUGUIN 
CASSATT 
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KOKOSCHKA 
PECHSTEIN 
FEININGER 
PAUL KLEE 
KANDINSKY 
LEHMBRUCK 
SCHLEMMER 
E. BARLACH 
L. CORINTH 
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MODIGLIANI 
RAOUL DUFY 
MONTICELLI 
C. PISSARRO 
M. VLAMINCK 
KARL HOFER 
M. BECKMANN 
E. KIRCHNER 
VON MAREES 
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PARKE-BERNET 


GALLERIES - Ine 
NEW YORK 


Public Auction 
November 19 at 8 p.m. 


MASTERPIECES 
OF THE 
IMPRESSIONISTS AND 
POST-IMPRESSIONISTS 


From the Collection of 
ARNOLD KIRKEBY 


A remarkable collection of 
about thirty important works 
constituting one of the greatest 
collections of paintings of this 

school ever to come to 
public sale 


ADMISSION TO SALE 
BY CARD ONLY 


CEZANNE ° RENOIR 
PICASSO. - VAN GOGH 
MANET . PISSARRO 
MATISSE . UTRILLO 
BONNARD + MONET 
ROUAULT . DEGAS 
MODIGLIANI 


and works by Vlaminck, Vuillard, 
Signac, Segonzac, Morisot and Raoul Dufy 


On View from November 8 


De Luxe Catalogue; all paintings 
illustrated, sixteen in color, $5.00 
(Air Mail from U.S. add $2.50) 

in Paris: PIERRE BERES 
14 Avenue de Friedland 
or apply direct 
PARKE-BERNET GALLERIES, Inc 
980 MADISON AVE. NEW YORK 
Tel: Trafalgar 9-8300 - Cable PARKGAL 


Rose Fried Gallery 


40 East 68 
New York City 


recent paintings by 
RONNIE ELLIOTT 
till October 25 


Specializing in Modern 
American & 
European Masters 


Munchen 


MaximilianstraBe 7 


Tel. 294428 


CAVAEL 
DEPPE 
DREBUSCH 
JORN 
MASUROVSKY 
PLATSCHEK 
REIGL 
SERPAN 
SONDERBORG 
SCHUMACHER 
CIMIOTTI 
HAJEK 
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GALERIE VAN DE LOO 


drian....., 


7 Porchester Place 
Marble Arch 
London W 2. 
Paddington 9473 


Fidler—_Fontene—Crozier 


October 1958 
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ARTHUR TOOTH & SONS 


LTD. 
(Established 1842) 


Specialists in Paintings by 
OLD AND MODERN MASTERS 
for Public Galleries and Private Collections 


CANALETTO - GUARDI - GAINSBOROUGH - CONSTABLE 
COROT - THE IMPRESSIONISTS - POST-IMPRESSIONISTS 
XXTH CENTURY MASTERS 


EXHIBITION 


Two Canadian Painters 
PAUL-EMILE BORDUAS - HAROLD TOWN 
7th-25th October 1958 


31 BRUTON STREET: LONDON: WI 


Cables: INVOCATION, London Mayfair 2920 
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GALERIE LOUISE LEIRIS 


47, rue de Monceau - PARIS 8e - Lab. 47-35 


Sculptures en pierre 


HENRI LAURENS 


29 octobre - 29 novembre 


tous les jours ouvrables, sauf le lundi 


de 10 4:12h et de 1412 4 18h. 


KUNSTGEWERBEMUSEUM ZORICH 


Exhibitions in October and November: 


Architecture in Finland 
20. 9. — 2. 11. 1958 


New Swiss Metal Furniture 
26. 9. — 26. 10. 1958 


Applied Art made in Austria 


8. 11. — 30. 11. 1958 


For further information about forthcoming exhibitions and publications apply 
to Kunstgewerbemuseum, Ausstellungsstrasse 60, Zurich 5, Switzerland 


TAPISSERIES CONTEMPORAINES D’AUBUSSON 
ASSOCIATION des PEINTRES CARTONNIERS DE TAPISSERIE 


LA DEMEURE 


30, rue Cambacéres PARIS - 8e - ANJ. 37.61 


GALERIE FURSTENBERG 
4, rue Furstenberg PARIS ée Dan: 17-89 


LATTANZI“”™ 


GALERIE INTERNATIONALE D’ART CONTEMPORAIN 
253, rue Saint Honoré — Paris 1 — Téléphone Opéra 32-29 


Swiss Agent: Interart A.G. — Niischelerstrasse 31 — Ziirich — Tél. 2517 48 


Modern European Masters 


Agents for: MATHIEU 
GUIETTE, MORENI 
COMPARD, A. & G. POMODORO 
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GALERIE HELIOS ART GALERIE D’ART LATIN 
ply 208, av. Fr. Roosevelt, Bruxelles Karlavagen, 58, Stockholm 
Téléphone 72.09.79 Téléphone 60.29.00 
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IN GALERIE DE FRANCE 


3, Faubourg St.-Honoré, Paris 


ART CONTEMPORAIN 


HARTUNG CONSAGRA 
LE MOAL COULENTIANOS 
moh MAGNELLI GONZALEZ 
— MANESSIER JACOBSEN 
| MUSIC ROBERT MULLER 
| B. NICHOLSON 
PIGNON BERGMAN 
| PRASSINOS DEYROLLE 
SINGIER GILLET 
SOULAGES LEVEE 
i ZAO WOU KI MARYAN 


PEINTURES - SCULPTURES - GRAVURES 


GALERIE CLAUDE BERNARD 


DODEIGNE 


SCULPTURES NEGRESCO, 1, rue de Rivoli, 
a partir du 15 novembre NICE, FRANCE tel.: 839-51 


5 et 7 rue des Beaux-Arts 
Paris 6e¢ Dan: 79-07 


CONTEMPORARY MASTERS 
YOUNG PAINTERS 


LA BOUTIQUE D’ART 


Collector’s Gallery 45 West 53: 


New York 


” Hilaire Hiler & Structuralism” september 15 tc 


October 4 


permanent representation, Mouradian & Vallotton, 41 rue de Seine, Paris 


MELTZER GALLERY 


38 West 57th Street New York 


paintings sculpture drawings prints 


AMERICANS & EUROPEANS 


JANKEL ADLER (Estate), ALVA, H. A. BERTRAND, BUNCE, 
BOTHWELL, RHYS CAPARN, DAMIANOVICH, NANGERONI, 
KILEY, KAY CHRISTENSEN, P. R. GAUGUIN, LANDON, 
GEKIERE, NESCH, SCHAAR, VERBRUGGHE, and others 
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PIERRE 
MATISSE 


GALLERY 


41 e. 57 new york 


modern paintings 
and sculpture 


SAMUEL M. KOOTZ GALLERY 


1018 madison avenue new york 21 cable: galkootz newyork 


Modern Paintings and Sculptures by Leading 
American and French Artists 


Opening Exhibition - Paintings by 
the gutai group 
OF OSAKA, JAPAN 
september 25 thru october 25 


MARTTHA JACKSON GAILER 


32 East 69th St., New York 


GALERIE ART VIVANT 


72, Boulevard Raspail PARIS 6e Littré 99-61 


ASS 


ceuvres récentes 
3 nov - 3 dec 


En permanence: 
ASSE - BOLIN - COTTAVOZ - FUSARO - KIMURA - LANBAR 


Modern Art Centre 


Galerie zu Predigern 
Max G. Bollag, Expert 


Old and Modern Masters - Young Contemporaries 


Works by 
Derain (early), Chagall, Picasso, 
Miro, Dufy, Hofer, Bissiére (early) 
and 
the Bauerntheater of E.L. Kirchner, 1919 
(a set of 20 paintings) 


Till October 14: SOSHANA. Coming Show: 


JEAN CROTTI 


Zurich - Predigerplatz 26 - Telephone 326263 
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CALVIN ALBERT 
MILTON AVERY 
| LEONARD BASKIN 


EDWARD CORBETT 


JOSE DE RIVERA 
JIMMY ERNST 
SIDNEY GORDIN 
STEPHEN GREENE 


BORGENICHT GALLERY, INC. 
1018 MADISON AVENUE, NEW YORK 


WOLF KAHN 
RANDALL MORGAN 
GEORGE MUELLER 


ILYA BOLOTOWSKY NEGRI 


EARLE OLSEN 


RALSTON CRAWFORD GABOR PETERDI 


SANTOMASO 

LOUIS SCHANKER 
ELBERT WEINBERG 
ROBERT JAY WOLFF 


GERMAN EXPRESSIONISTS 


W: are in the market te add to 
our extensive Stock of Fine 
Paintings. We are interested 
in purchasing examples of 
18th, 19th and 20th 
Century American and 
French Schools and Old 
Masters. 

WE offer our wide experience 
in handling Estate matters 
for either the sale of 
individual paintings or 
entire Collections. 


HIRSCHL & ADLER 
alleries inc. 


21 East 67th Street 


.R New York 2!I, mz. 
| a 
C WORLD HOUSE GALLERIES 
NEW YORK 
ies HERBERT MAYER, Director J. B. NEUMANN, Consultant 
. Ask for our free catalogue with 36 illustrations of works by 
BRAQUE, BRANCUSI, CHAGALL, DERAIN, ENSOR, GAUGUIN, KLEE, 
t MANZU, MORANDI, MUNCH, NOLDE, PICASSO, RODIN and many 
international young artists 
ow: 
| WORLD HOUSE GALLERIES 


987 Madison Avenue 


NEW YORK 21 


DEITSCH GALLERY 


51 East 73 


New York 21 


MAJOR PRINTS AND 
DRAWINGS OF THE XIXTH 
AND XXTH CENTURIES 


Illustrated Catalegues on Request 


Galerie Suzanne Bollag 


International 


COLLAGE 


Exhibition 


October 9-31 


Limmatquai 116 


Zurich 


TREVOR BELL Paintings 


2-25 OCTOBER 1958 


The Waddington Galleries 


2 CORK STREET, 
REGENT 1719 


LONDON. W1 


GALERIE CESA ATRIUM 


PERMANENT EXHIBITION 
15th-19th Century Paintings 


EAST ASIATICA 


OF EXCLUSIVE ART 
+ 1§th-18th Century Furniture 


Japanese Prints - African Art 
Objects from Excavations 


Zurich 1 Spiegelgasse 11 Tel. 32.93 32 
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GALERIE JEANNE BUCHER 


gter, Boulevard du Montparnasse - PARIS 6e 


NALLARD 
NEVELSON 
OMCIKOUS 


BISSIERE - HAJDU - BERTHOLLE - REICHEL 
BIALA -MOSER - CHELIMSKY - AGUAYO - LOUTTRE 
FIORINI - TOBEY 


GALERIE STADLER 


51, rue de Seine Paris6e Dan. 91-10 


BROWN 


paintings 


3-28 October 


DANIEL CORDIER 


8, rue de Duras, PARIS (8e) 


agent for DU BUFFET 
CHADWICK 


MICHAUX 


k. o. Gitz - d’Orgeix - Réquichot 
Wols 


Viseux - 


Original Colour Lithographs 


by Contemporary Artists 


(Vordemberge-Gildewart, Leuppi, Gessner, Dalvit, a.o.) 
made on the stone and printed on our hand-press 


Inquiries invited 


Lithowerkstatt Felix Brunner 
Zurich 1 Steinbockgasse 5 Teiephon (051) 47 21 67 


E.COURNAULT | 


(1891-1948) 
peintures gravures, monotypes | . 
Galerie Furstenberg Librairie-Galerie La Hune — 
4, rue Furstenberg 170, bd. St.-Germain | 


du 5 au 24 novembre | 


GALERIE du DRAGON 


19, rue du Dragon - PARIS 6¢ - Littré 24-19 


Octobre 1958 | 


HIQUILY 


sculptures et dessins 


en permanence: 
ARP - MATTA - PEVERELLI - SABY 
TANGUY - ZANARTU 
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| The Hanover Gallery 


32a St. George Street, London WI. 


}| Laurens 
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| 7} PAINTINGS AND WATERCOLOURS 


20TH CENTURY 


DRAWINGS, COLLAGES 
WATERCOLOURS 


Picasso Braque Modigliani 

De Stael Giacometti 
Matisse Pascin Villon 
Bazaine Moore Bonnard 


Deyrolle Chirico 


Klee 
Wols 


g October - 7 November 


Rampa Mignanelli, 10 


Galleria Schneider 


Roma 

Works by Afro Hadzi 
Buggiani Manlio 
Cagli Matta 
Cervelli Mirko 
Cinello Pagliacci 


Cristiano Scialoja 
Director: Dr.Robert E.Schneider 


SCHWITTERS 


100 MERZ 
collages, constructions, paintings 


poems, sculptures Oct/Nov 


Lord’s Gallery 
26 Wellington Road 
London, N. W. 8. — PRI 4444 


36 pp. illus. catalogue (Airmail) Fr. S. 3, 
Fr.B. 30, Fr.F. 300, DM3, U.S.$2, U.K.4s. g 


GIMPEL FILS 


50 South Molton Street May: 3720 
LON DON, W. 1. 
Works by: 

K. Armitage B. Hepworth 

S. Blow L. Le Brocquy 
L. Chadwick P. Lanyon 

A. Davie B. Meadows 

S. Francis H. Moore 

W. Gear B. Nicholson 


D. Hamilton-Fraser 
H. Hartung 


J. P. Riopelle 
P. Soulages 


¥ 
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m howard wise gallery of present day painting Galleria La Ta ¢ a | 
11322 euclid avenue cleveland 6 ohio | 
works by: AFRO | ga 
EXHIBITIONS APPEL . 7 
BROOKS ‘a 7 
AUTUMN 1958 CONSAGRA . . 
DE KOONING || 7 
e@ JOAN MIRO, GRAPHICS DONATI | 
@ XAVIER GONZALEZ, RECENT,PAINTINGS KLINE | 
Pathe MAFAI 
© HENRI-GEORGES ADAM, GRAPHICS 
© PIERRE SOULAGES, PAINTINGS AND MARCA-RELLI ||- 
GRAPHICS MATTA 1 Mv 
@ SURVEY OF CONTEMPORARY ENGLISH OKADA He 
Cees ROTHKO 
@ EIGHT YOUNG PAINTERS OF THE 
GALERIE ARNAUD, PARIS Via Babuino 196 - Roma 
CONTEMPORARY LEO CASTELLI f 
PAINTINGS 4 EAST 77ST = NEW YORK 2% 
& New work by . 
SCULPTURE NORMAN BLUHM : 
PAUL BRACH 
FRIEDEL DZUBAS 


FRANK ie 
PERLS TON SCHUELER | 
GALLERY October 21 - November 8 | 


En Permanence: Arp - Dubuffet | 
350 N.CAMDEN DRIVE Ernst - Giacometti - Léger | 

Miré + Picabia - Pollock | 
BEVERLY HILLS Schwitters . David Smith - Van- | 


CALIFORNIA tongerloo - Esteban Vicente 


LLI 


et 
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galleria 


MILANO - Via Andegari, 12 


EN ITALIE: 


a Venise 


GALLERIA DEL CAVALLINO 


SAN MARCO 1820, 
telephone 20.528 


a Milan 


GALLERIA DEL NAVIGLIO 


VIA MANZONI 45, 
telephone 661.538 


a Rome 


GALLERIA SELECTA 


VIA DI PROPAGANDA 2, 
telephone 684.781 


CARLO CARDAZZO, 
DIRECTEUR 


GALLERIA D’ARTE SELEZIONE Via Breral4 MILANO tel. 874285 


ARTE ITALIANA CONTEMPORANEA 


baj - bertini - campigli - cappello - carra - cassinari - crippa - dangelo - d’arena 


- de pisis - dova - fontana - magnelli - 


manzi - migneco - music - ramous - 


romiti - rosai - scanavino - sironi 


e altri artisti presenti alla XXIX biennale di Venezia 


N O T I 7, I EK periodico d’informazione e di critica d’arte e d’ar- 


chitettura contemporanee, a cura di Elio Benoldi, 
ARTI FIGURATIVE Enrico Crispolti e Luciano Pistoi 

direzione e amministrazione: Via Carlo Alberto 16, 

Torino, tel. 46 668 


abbonamento per un anno (6 numeri) Lit. 1600; 


estero Lit. 2000; un numero Lit. 300 (doppio Lit.600) 
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Premessa 
La formula della ,Biennale’, come salon, é 
invecchiata con moto progressivo accelerato 
negli ultimi anni. E una formula da rivedere 
o, meglio, da sostituire, se si ammette che il 
' 1958 @ alquanto diverso dal 1895, anno in cui 
la Biennale’ fu fondata. 


. Le esposizioni d’arte (quando non siano de- 

dicate a una personalita eccezionale o a un 
movimento di carattere internazionale) inte- 
ressano sempre meno il gran pubblico, che 
‘non riesce pid a rendersi conto dei nessi esi- 
stenti in una storia in cui antico e moderno si 
/ annullano. 


E molto difficile far capire questa continuita 
‘in un paese di cultura classica, come I’Italia, 
che della vita moderna accetta soltanto gli 
aspetti piu utilitari, dimostrando la massima 
indifferenza per i fatti artistici. Anche il 
' cinema, che raccoglieva fino a ieri i maggiori 
consensi, si allontana di giorno in giorno dalle 
ragioni dell’arte per assumere lo standard 
dello spettacolo gradito alle masse nelle cate- 
gorie fondamentali del film giallo, western, 
storico, amoroso-sessuale. E al posto del ci- 
nema s’inserisce, quasi con prepotenza, la tele- 
visione, che ha infinite possibilita aperte da- 
vanti a se, come mezzo nuovo, da studiare e 
da sfruttare, al di 14 dei compiti immediati 
dell’informazione quotidiana, della propaganda 
politica, dello spettacolo divertente, delle con- 
ferenze, dei documentari. 


Occorre servirsi di questi mezzi a larghis- 
simo raggio, con metodi geniali e efficaci, per 
preparare alle esposizioni d’arte moderna le 
fondamenta necessarie alla comprensione dei 
fatti e delle esperienze ch’esse documentano. 
Un’attiva opera didattica, attraverso la tele- 
visione e i documentari cinematografici, potra 
ricondurre il pubblico alla ,Biennale’, com- 
pletamente rinnovata nella struttura, per ade- 
guarsi alla sua precisa funzione di confronto 
internazionale delle arti. 


Si pud pensare a una sede migliore di Ve- 
nezia per questo confronto? Venezia richiama 
folle di stranieri, folle di visitatori da ogni 
’ parte del mondo: ha gia un pubblico assi- 
curato. E Venezia, in virti di un suggestivo 
contrasto, per il suo distacco dal tempo, potra 
elevare l’edificio pi! moderno, destinato a una 
attivita multipla, che va dalle mostre d’arte 
al balletto, dal teatro alla musica, dal cinema 
alle edizioni d’arte, dal disegno industriale 
alla scenografia, nel quadro di una architet- 
tura responsabile. La ,Biennale’ deve essere 
un centro vivo e unico nel mondo per la scelta 
ela novita delle sue manifestazioni. . 


Le mostre-salon e i festival non coordinati 
secondo un principio comune rivelano squilibri 
e contraddizioni fin troppo evidenti e che si 
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‘La XXIX Biennale di Venezia 


Giuseppe Marchiori 


possono correggere rinnovando completamente 
la ,Biennale’ nel senso indicato in modo som- 
mario. 


E chi dovra finanziare questo complesso 
organismo? Lo stato, perché gl’investimenti di 
carattere culturale non sono mai passivi, 
anche se le uscite superano le entrate. Non a 
caso s’é parlato d’investimenti, poiché il de- 
naro speso per le attivita artistiche ¢ sempre 
redditizio. 


Ora, la XXIX ,Biennale’, organizzata tra 
difficolta d’ogni genere, avversata dall’igno- 
ranza e dal disinteresse per le arti di una 
societa, incapace di superare i propri pregiu- 
dizi culturali, non pud, naturalmente, rispec- 
chiare la condizione presente delle arti nel 
mondo. Troppe altre mostre, da Bruxelles a 
New York, da Roma a Parigi, sono venute a 
diminuire l’interesse della presente edizione 
della ,Biennale’, che ha compiuto tuttavia uno 
sforzo notevole per nascondere linsufficienza 
degli impianti, le sue strutture invecchiate. 
Commissioni e sottocommissioni si sono pro- 
digate per risolvere i problemi pid urgenti, 
ma il problema di fondo é rimasto insoluto, 
né poteva esser diversamente, causa la scar- 
sezza del tempo e la diversita delle idee. 

Un comitato direttivo, per essere efficiente, 
deve essere composto di pochi membri, esperti 
d’arte moderna e in possesso di qualita pra- 
tiche, che consentano di tradurre in realta un 
programma studiato in ogni particolare di 
biennio in biennio. 


Quest’anno si é voluto applicare, con mag- 
gior rigore del solito, il criterio della ,rota- 
zione’, che se pud servire a un giusto avvi- 
cendamento dei funzionari statali, nel campo 
delle arti é invece un errore. 


Nessun paese al mondo é tanto ricco d’in- 
gegni da poter ogni due anni sostituire i pro- 
pri rappresentanti delle arti come crede di 
poter fare l’Italia alla ,Biennale’ di Venezia. 


L’errore risulta tanto pil evidente in quanto 
si é voluto dare largo spazio ai giovani, come 
se, in arte, contasse molto la data di nascita 
per stabilire i meriti della originalita e della 
novita. In sostanza, non si é rinnovato nulla 
e si son messi in mostra, per lo pit, i sotto- 
prodotti in luogo dei testi originali. E ne ri- 
sulta una documentazione singolare dei vari 
aspetti del manierismo internazionale: un 
fenomeno preoccupante di sterilita creatrice 
che si definisce in una serie, piuttosto ricca, 
di categorie formalistiche. Si possono ricono- 
scere cosi, attraverso le imitazioni o le inter- 
pretazioni, le personalita assenti dalla «Bien- 
nale», in questa fase del gusto per i ,procedi- 
menti’ tecnici che si vorrebbero elevare alla 
dignita dell’espressione. E i valori poetici, 
dove vanno a finire? 


21 


I polimaterici e gli oggetti non sono piu né 
pittura, né scultura, e non vanno dunque 
confusi, malgrado il furore elogiativo dei cri- 
tici, con le opere d’arte. Non bastano i sofismi 
o le ermetiche allusioni, tanto frequenti nelle 
presentazioni pubblicate nel catalogo della 
,Biennale’, a trasformare la gratuita o la nul- 
lita in poesia. Un florilegio di quelle prose 
insignificanti o oscure potrebbe servire come 
documentazione, altrettanto interessante, di 
una ,maniera’ critica affine al ,manierismo’ 
artistico di cui si parlava. 


Si @ detto ancora una volta: «Largo ai gio- 
vani», con la ingenua illusione di trasformare, 
come al tocco di una bacchetta magica, la 
realta di una situazione che va altrimenti 
affrontata. 


L’architetto Carlo Scarpa é stato il vero 
eroe di questa Biennale allestita con mezzi di 
fortuna e con risultati ,scenografici’ spesso 
eccellenti, sia nella divisione dello spazio, sia 
nella disposizione delle opere (sale di Viani e 
di Mastroianni). Scarpa ha corretto fin dove 
era possibile il piano del palazzo centrale, eli- 
minando i famosi labirinti delle passate Bien- 
nali, resi necessari dall’inflazione delle opere 
da esporre. 


Quest’anno, l’inflazione non c’é stata, non- 
dimeno il numero delle opere é@ sempre 
eccessivo. Si son limitati gl’inviti; si é abolita 
la libera partecipazione degli artisti sotto giu- 
ria. Ottime iniziative da perfezionare, perché 
il sistema degli inviti ridotti funzioni davvero 
nel senso di una giusta selezione di valori e 
perché, dopo la quaresima del’58, si possa 
riproporre un nuovo tipo di concorso degli 
artisti non invitati alla ,Biennale’. Ma le ri- 
forme diventano attive soltanto se inquadrate 
in un piano organico di rinnovamento com- 
pleto. 


Comunque conviene tener conto delle buone 
intenzioni e esaminare intanto le opere esposte 
senza indugiare piu oltre in considerazioni da 
svolgere ampiamente in altra sede. 


Kandinsky, Braque, Pevsner 


L’accostamento casuale di questi tre nomi 
dimostra quanto s’é detto sulla mancanza di 
un piano organico della grande esposizione. 


L’unica mostra che rivela un impegno e una 
scelta critica @ quella di Pevsner, al quale 
andava, secondo il nostro parere, il gran pre- 
mio della scultura. 


Meno felice la scelta di Braque. Di Kan- 
dinsky si é voluto invece far conoscere parte 
delle opere del periodo di Monaco e di Murnau, 
regalate alla Galleria municipale monacense 
dalla pittrice Gabriele Munter. Sono inediti 
dal 1903 al 1914, che servono a completare la 
fisionomia dell’artista, dalle origini al mo- 
mento in cui la sua fantasia si esprime in 
immagini ricche di sostanza pittorica, animate 
da un ritmo che lega in armoniosa unita i pit 
disparati motivi formali. 
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Dalla cultura del tempo, ispirata dal guy 
delle secessioni e dell’«Art Nouveau», Ka. 
dinsky esce all’improvviso, nel 1909—10, 
le straordinarie sintesi di elementi libery 
dalla rappresentazione oggettiva, e ricompogj 
a significare, come in un ,crescendo’ a pie, 
orchestra, Vimpeto ribelle di un’anima, che; 
scopre nel ritmo di quelle forme. 


La liberta conquistata da Kandinsky ha y 
immenso valore morale, che puo servire ¢ 
esempio anche oggi, per la illuminata . 
scienza del ,fare’, attraverso una meditazione 
che si sviluppa in profondita, dal ,Blaue Rei. 
ter’ al ,Bauhaus’ di Weimar e Dessau. A quell; 
scuola europea, i dati dell’intuizione artistic, 
si trasformano, nelle appassionate parole gj 
Kandinsky, in preziosa esperienza didattic, 


Nelle opere di Monaco e di Murnau, si py 
seguire il processo della metamorfosi, dal pae- 
saggio alla ,Improvvisazione’, in cui il dat 
naturalistico diventa forma astratta. Ma chi 
potrebbe negare la legittimita di questo pn- 
cesso, che si giustifica con un continuo chiari- 
mento interiore espresso in modi linguistic) 
nuovi? La storia di Kandinsky viene a coin- 
cidere con la storia del filone romantico della 
pittura moderna, fino alle estreme conseguenze 
di Gorky e di Pollock. E una storia avvincente, 
di cui, a Venezia, si possono riconoscere j 
primi fondamenti linguistici. 


Dopo la mostra delle opere della Fonda- 
zione Guggenheim e quella di Kandinsky, alla 
Galleria nazionale d’arte moderna di Roma, i 
28 quadri esposti a Venezia completano la 
conoscenza del pittore, in Italia, finalmente 
sui testi e non sulle riproduzioni. 


Dal ,Bauhaus’ in poi, soprattutto nel periodo 
parigino, che si chiude con la morte dellar- 
tista, la personalita di Kandinsky assume 
aspetti diversi, quasi antitetici alle ,improv- 
visazioni’ dall’1l al’14, ma nella sua prima 
apparizione a noi sembra gia carica di destino, 
ricca di prospettive inattese, come una forza 
misteriosa che accresce la sua potenza nel 
tempo. 


Un artista va considerato nell’insieme del- 


l’opera, ma, ai fini di un discorso piv attuale, 
che dia la esatta misura della vitalita del suo 
insegnamento, si pud preferire il periodo ro- 
mantico del ,Blaue Reiter’ al periodo geome- 
trico parigino. In questo senso la mostra degli 
inediti di Kandinsky appare particolarmente 
opportuna nei tempi che corrono, avversi al- 
l’cesprit de géometrie», nel nome delle rivela- 
zioni irrazionali dell’istinto. 

Proprio al confronto con le scatenate vio- 


lenze espressive, la misura civile di Braque | 


appare consegnata alla storia del primo cv- 


bismo, in cui ogni forma é prevista in rapport |- 


con lo spazio razionalmente costruito. 


Sobris e severo nello schema stilistico, ri- 
dotto nel colore a un chiaroscuro senza con- 


trasti troppo forti, con mezzetinte di finissimi | 


grigi, il quadro cubista di Braque appare or- 


mai cor 


perfetts 


ricerch' 
tessuto 


come una composizione classica chiusa e 


Foe Kn perfetta. E£ il nucleo originario delle successive 
9—i0 mm fricerche di Braque, dal quale si espande il 
ti liber tessuto pittorico. La cellula cubista corrisponde 
Ticompog, gal punto di Seurat, alla macchia di Monet, al 
O” a piey tassello di Cézanne, elementi linguistici di un 
ma, che; jpprganismo pittorico coerente in ogni sua parte. 
Le sottigliezze dovute all’«esprit de finesse», 
sky ha che distingue egregiamente Braque dalla vio- 
servire 4 lenza inventiva di Picasso, si ripresentano 
inata ¢o. | sotto aspetti diversi nelle fasi successive della 
sditazion. | Vicenda logica e composta del pittore fran- 
3laue Ret cese. Nel caos dell’informale, - Yordine di 
.. A quell; § 3raque non si spiega piu. E l’ordine si avverte 
© artistic, # nella infallibile dimensione della pagina in- 
parole gj § cis in quell’opera grafica, che é una delle 
didattic, § tante glorie dell’arte moderna francese, nella 
quale Braque impegna la straordinaria intelli- 
au, si pui § genza della macchia e del segno. 
i, dal pae- R 
1i il dato Che cosa si volesse dimostrare con la som~- 
1. Ma chi maria antologia di Braque, dagli esordi »fauves’ 
esto pro- § 2 relativo naturalismo degli ultimi paesaggi 
uo chiari- marini e delle stanche nature morte, non 
linguistici sappiamo davvero. Una contrapposizione di 
e a coin. | Braque a Wols non avrebbe senso nemmeno 
tico della § come regia spettacolare. 
iseguenze § Pitture, sculture e incisioni, mantenute 
‘vincente, § sempre in un piano di gusto, di sicura dignita 
noscere i § formale, danno l’idea di un mondo lontano e 
che non sembra costituire per nulla la neces- 
. Fonda. | Saria premessa del mondo di oggi. 
asky, alla} L’arte d’avanguardia ha in Braque uno dei 
Roma, i § suoi classici: un pittore che pud esser veduto 
etano la} con un distacco senza passioni, tanto la sua 
nalmente § origine @ remota, in un tempo che potrebbe 
persino apparir leggendario se non fosse gia 
1 periodo § Storia. 
: dell’ar- Non si pud giudicare Braque dalla mostra 
_assume § di Venezia, perché tutti i suoi capolavori sono 
,improv- | assenti da quella sala, in cui anche le tele 
a prima | migliori sono umiliate dalle orribili cornici. 
| destino, ie P : ' 
na forza Liimpressione che Braque sia vecchio di- 
nza nel pende forse dall’immediato confronto con 
Wols, che propone una problematica attuale, 
| intensamente suggestiva, a una siderea di- 
me del- ) stanza dal cubismo. 
ro ) E la stessa impressione é data dalla scul- 
lode ) tura di Pevsner, quando la si paragoni con le 
geome- sculture calligrafiche, meccaniche, surrealiste 
ra degli 0 informali di oggi. 
armente Le volute esatte di Pevsner, le sue gabbie, 
ersi al- | le forme ritorte, accartocciate, dalla super- 
_ rivela- © ficie rigata, sotto la precisione apparente na- 
scondono talora abbandoni sessuali, compli- 
—* cate involuzioni. 
Braque}, Queste ,costruzioni’ in metallo (bronzo, rame 
mo cu-| © ottone), ben calcolate nel loro sviluppo spa- 
apport |. ziale, mancano forse di un ritmo dinamico: 
son statiche e fisse, su basi troppo grandi, che 
>. . [) annullano ogni accenno allo slancio. . 
ico, ri-F : ; : . 
—s In esse l’esecuzione minuziosa e il ricordo 
nissini & di certe figure della geometria solida, il tono 
are or- \freddo della materia, agiscono per dare in- 


sieme l’immagine di ,oggetti’ moderni, quasi 
di simboli di un periodo in cui anche l’archi- 
tettura volle definirsi razionale. 


Ma le sculture di Pevsner non sono soltanto 
spirali ben disegnate, dai profili complessi: 
esse esprimono una inquietante magia, l’osses- 
sione di un calcolo assurdo, in cui é irretita 
la personalita dell’artista nella ricerca della 
forma perfetta. In questa forma, addirittura 
conquistata mercé una tecnica di suprema 
esattezza, il sogno surreale si fissa, avvici- 
nando inconsciamente la bellezza organica 
della conchiglia. 


Tobey, Wols, Rothko 


Calligrafia nera e calligrafia bianca sono i 
mezzi scoperti da Tobey nell’arte cinese e 
giapponese, i mezzi di spirituale eleganza per 
esprimere quel «mondo interiore ove é rac- 
chiuso il segreto dell’unita del tutto». 


Ma basta l’intreccio dei segni, nell’armonioso 
arabesco, a rivelare il mondo poetico che deve 
coincidere col mondo interiore, al di la del 
mero documento psicologico? Tobey non pud 
limitarsi a attribuire alla linea un valore sim- 
bolico. La linea acquista un significato arti- 
stico nell’unita dello stile, svolgendosi, a un 
tempo, dominata e automatica, come stru- 
mento espressivo di una reale condizione poe- 
tica. Altrimenti é vano esercizio calligrafico, 
arabesco gratuito, nell’ambito della ,imitazione’ 
culturale. 


Cina e Giappone si avvicinano a noi attra- 
verso l’America, che ha saputo assimilare, di 
quelle civilta artistiche, elementi grafici, strut- 
turali, pittorici, che é facile individuare nelle 
architetture, nelle sculture e nelle pitture, 
ormai lontane dall’influenza europea. 

Per capire Tobey occorre tener conto di 
questi scambi non occasionali e dell’interesse 
che gli americani rivolgono alla ricerca di 
nuovi mezzi linguistici, adeguati a una con- 
cezione ,moderna’ dell’arte. ' 

Tobey ha visto se stesso nel groviglio dei 
sentimenti e nel moto disperato della vita. Si 
é scoperto nel tumulto e nell’orgasmo della 
citta, in cui l’uomo d’oggi é prigioniero. 

Dal racconto esterno delle prime visioni di 
Broadway, con un processo comune a molti 
artisti d’oggi, Tobey si ¢ gradualmente allon- 
tanato, trasformando il movimento fisico in 
ritmo interiore. Il rapporto con la realta di- 
venta cosi pil autentico e pit puro, nella 
metamorfosi del segno descrittivo in segno 
creativo. E difficile raggiungere la naturalezza, 
che @ propria dell’arte, anche negli assunti 
piu astrusi; ma Tobey raggiunge spesso questa 
naturalezza con la facilita di una scrittura 
che riflette davvero la civilta raffinata del 
suo spirito. 

Il tessuto grafico orientale di Tobey non si 
esaurisce nella superficie, come troppi gra- 
fismi di oggi. E anzi misura di uno spazio, che 
vorremmo definire interiore, con proprie leggi, 
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forse non disgiunte da quel ,segreto’, cui lo 
stesso Tobey allude, cercando di capirsi nel 
segno con spregiudicata liberta d’indagine. Di 
fronte al tumultuoso e esasperato Pollock, la 
grazia di Tobey acquista persino il tono della 
saggezza e della calma, che son le doti antiche 
dell’uomo di matura civilta. 


La fortuna di Tobey, in Europa, e soprat- 
tutto in Italia, @ un fenomeno da studiare, 
come ogni fatto d’imitazione manieristica. Ci 
si domanda che rapporto pud avere la cultura 
di Tobey con la cultura artistica italiana. La 
risposta é sempre la stessa e riguarda la ra- 
pida diffusione delle forme artistiche, secondo 
le ragioni della moda. 


Il diagramma della influenza di Tobey, in 
Italia, si snoda tra Dangelo e De Luigi, in una 
serie di variazioni sullo stesso tema coi segni 
bianchi su fondo scuro, e neri su fondo bianco, 
che rivelano le facolta mimetiche di molti 
artisti italiani. 


E facile prevedere che anche Rothko avra 
una certa fortuna, tra noi, dopo la ,Biennale’, 
perché, nelle traduzioni mimetiche, le oppo- 
sizioni semplicistiche di zone campite dimo- 
streranno chiaramente che il momento della 
,rivelazione’ (Rothko parla della sua pittura 
appunto come «strumento di rivelazione») pud 
coincidere invece con la testimonianza psico- 
fisica sulle relazioni degli stati d’animo coi 
colori. 


Ci sembra piuttosto gratuito l’avvicinamento 
che Sam Hunter fa di Rothko con «le visioni 
angeliche di Rilke e le esaltazioni voluttuose 
della poesia di Mallarmé»; e nemmeno cre- 
diamo al ,combustibile miracoloso’, che si con- 
suma nel processo artistico «emanando una 
energia spirituale e purificata che prende la 
forma della luce». 


Le ,antitesi’ colorate di Rothko sono troppo 
elementari nelle stesure approssimative, che 
potrebbero allargarsi o restringersi, poiché 
mancano di ogni rigore spaziale. «Lo spirito 
creativo» del pittore non s’impegna troppo in 
queste grandi tele sommariamente dipinte, e 
che fanno rimpiangere le esatte composizioni 
di Mondrian. 


Rothko é un ribelle in ritardo, che si sforza 
di dare un contenuto artistico alla propria 
anarchia, perché, forse, la sua vicenda é sin- 
cera, e persino, in questa lotta col vuoto, non 
priva di accenti patetici. 


Stesure e non architetture di spazi, le tele 
di Rothko rappresentano un aspetto speri- 
mentale della cultura americana; né vanno 
giudicate altrimenti come ,rivelazioni’ somma- 
mente improbabili. 


Di fronte a Tobey e a Rothko, negli acco- 
stamenti del tutto casuali, che la «Biennale» 
presenta, si definisce pil forte e imperiosa la 
personalita di Wols, questo Van Gogh del- 
l’Europa contemporanea. 
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Wols é morto da sette anni, noto appena , 


una cerchia di scrittori e di artisti volont 
di formazione surrealista. E in sette anni)} che dé 
Wols ha dominato la fantasia dei giovani pii)) ordine 
di ogni altro, perché nel corso della sua breyf) yn pe! 
esistenza bruciata egli accolse nella propri;)) jg sal’ 
arte le istanze di una intera generazione, rive.|) 
lando le possibilita aperte dall'insegnament) Wo! 
di Klee nel suo spirito indipendente, sen, 
pregiudizi, ricco di entusiasmo e di passione dubbi, 
incapace di compromessi, non ostacolato nella « 
schemi fissi di cultura. pF 
Wols ha voluto, come si dice, auscultars/) interic 
saggiare nelle pitture e negli scritti il timbm| } come | 
di una verita interiore, che non si esprimey: Ma | 
piu in figure, ma in forme ancora indefinibjjj di poe 
e indefinite, straordinariamente vitali. II pro- impar: 
cedimento automatico, usato dai surrealisti 
come un modo di conoscenza scientifica, j) 1 | 
riduce nell’opera di Wols alle proporzioni pid col pa 
naturali di mezzo immediato di espressione| 


artistica. Il sentimento poetico lo riscatta dalla 
materialita dell’atto. 


Cosi va limitata, nei suoi termini esatti, | 
partecipazione di Wols alla cultura surrealista, 
Ogni vero creatore esce dalla categoria, in cui 
s’incasellano invece i mediocri. E Wols, pw 
dovendo molto alla letteratura e alla poesia 
surrealista, va collegato alle origini fantastiche 
di Klee, alle sue magiche facolta di trasfigu- 
rare in favolose immagini anche i dati con- 
creti dell’osservazione oggettiva. Klee sapev:) 
trasformare tutto, dal minerale alla foglia| 
nei mondi immaginari racchiusi nei piccoli” 
quadri, dipinti con una sapienza pittorica, che) ~). ti 
era l’indice esatto della sua straordinaria mo-~ artisti 


ralita artistica. : posed 
Nel caso di Wols, si é tentati davvero dij Proce 
definire le sue pitture come _,rivelazioni,| front 
perché in esse non opera di continuo il con-~ simp 
trollo autocritico, il famoso freno della com-) S™P 
postezza e dell’equilibrio. Non si avvertono . Ogs 
mai impacci o incertezze nelle ,rivelazioni’ di | figure 
Wols, che possono essere d’interpretazione | crete: 
difficile, ma che esprimono risolutamente una? wols 
condizione spirituale sincera. Wols va al dila/ nella 
della stessa cultura, in cui si riconosce alle} ogser 
origini (Klee), e in cui trova la liberta dello} pjzioy 
spirito (surrealismo). laud: 
E accentra, in una serie di pitture alluci- oon 

nanti per novita di temi linguistici, i motivi ' 
pid autentici del cosiddetto irrazionalismo © = 
: 


dell’arte contemporanea, dai ,tachistes’ agli | 


,informels”, riscattandoli dalla polemica dimo- } ‘he | 
strativa, come elementi di una verita poetica  schie 
universale, attraverso la propria personalita zione 
assolutamente originale. | bietr 
E inutile cercar di spiegare l’arte di Wols | Arm 
confrontandola con la pittura contemporanea. 
Pid convincente un raffronto col destino di Un 
Artaud, toccato dalla follia, diviso da insana- dispa 
bili conflitti, ma purificato dal dolore e volto un fi 
a una spietata lucidita interiore. li tre 


Sprimeva 
\definibilj 
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itifica, sj 
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pressione 
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In Artaud e in Wols si manifesta la stessa 
yolonta di vivere, prepotente e irrazionale, 
che determina la rottura con ogni forma di 
ordine astratto. Mondrian si era rifugiato in 
un perfetto mondo geometrico, costruito per 
la salvezza dell’anima. 


Wols invece vuol dire la propria angoscia, 
gridare la propria disperazione per non aver 
dubbi, per non lasciare niente d’inespresso 
nella calata verso il segreto dell’inconscio. 

Il rifiuto della costruzione razionale dello 
spazio sottintende l’evasione in quello spazio 
interiore, che affascina l’arte del nostro tempo 
come un miraggio meraviglioso. 


Ma quanti riescono a comunicare in termini 
di poesia la scoperta di un mondo illimitato e 
imparagonabile? 


La domanda diventa sempre piv assillante 
col passare del tempo. 


L’arte di Wols nasce da una lucida realta 
spirituale e si trasforma, in altri spiriti, mossi 
da esigenze affini, non chiarite, in fermento 
di prove e di problemi, che tendono a risol- 
versi in una maniera impensabile prima di 
lui. La straordinaria fortuna delle macchie e 
dei segni, che acquistano un valore estetico, 
mai attribuito, prima di Wols, alle espressioni 


| informali, non dipende dunque soltanto dai 


mezzi linguistici, che sembrano facilmente 
imitabili. C’é una verita, nella pittura di Wols, 
cé un potere di suggestione, che ha origine 
dalla qualita e dalla purezza, proprio come 
nell’arte meditata e profonda di Klee. Wols é 
un nuovo anello della catena della civilta 


sione drammatica di Pollock, che molto spesso 
credette di risolversi nella immediatezza del 
procedimento. E questo il limite di Pollock di 
fronte a un Wols che non si ripete mai, che 
simpegna, in ogni quadro, in una scoperta 
sempre rinnovata. 


Oggi si tende a creare un mito intorno a 
figure, definite ormai nella storia, per la con- 
cretezza della loro vicenda umana e artistica. 
Wols deve star fuori del mito, per salvarsi 
nella reale misura della propria arte, che, 
osserva giustamente Apollonio, «é senza am- 
bizioni di riforma o di rivoluzione». Infatti 
Yaudacia non deve essere dichiarata come 
un’insegna romantica. Gli artisti, come Wols, 
la pagano con la vita, perché audacia é liberta. 


Alla XXIX «Biennale», la mostra di Wols é 
un centro di attrazione, un punto assoluto, 
che permette di giudicare senza illusioni le 
schiere mediocri degli imitatori. E una fun- 
zione impensata per un poeta, ma questa 
pietra di paragone da risultati sorprendenti. 


Armitage e Max Bill 


Un giro per i padiglioni stranieri offre i piu 
disparati pretesti di discorso critico, poiché 
un filo conduttore non c’é, e i motivi ciascuno 
li trova in una serie di confronti inattesi. 


Per esempio in quello tra Armitage e Max 
Bill, al quale non avremmo mai pensato, se 
non servisse a individuare due aspetti opposti 
della scultura contemporanea. 


Armitage esprime la fantasia ironica della 
civilta britannica; Max Bill interpreta I’esi- 
genza puristica di uno dei grandi filoni del- 
Yarte d’avanguardia con rigoroso spirito ma- 
tematico. 


Armitage carica di valori espressivi le figure 
che appartengono alla categoria di quel 
»brutto’, identificato da Herbert Read con la 
vita stessa, diminuita di ogni illusione idea- 
listica, di ogni pretesa morale. Ma non sembra 
che Armitage si limiti a infierire sul corpo 
umano, in odio ai canoni della perfezione 
estetica. C’é la perfezione anche nel ,brutto’, 
che Armitage rappresenta nelle immagini pla- 
stiche di un mondo contorto, sfatto 0 decom- 
posto, spietatamente svelato nell’individuo 
dalla poesia e dalla letteratura moderna, da 
Kafka a Sartre. Read rifiuta la qualifica di 
scuola’ al gruppo degli scultori inglesi mo- 
derni, perché ciascuno di essi egli dice — ha 
una personalita propria. D’accordo; ma c’é 
qualcosa che li avvicina: il tono umbratile 
della fantasia e il senso dell’osservazione iro- 
nica, questa sigla della civilta intellettuale. 


Le figure di Armitage hanno alcuni ele- 
menti di cultura in comune con le opere di 
Marino Marini. Si tratta di una cultura che 
non si pud riferire a un determinato ciclo 
storico, che li comprende un po’ tutti, nel- 
l’accezione arcaica, cara al gusto della scul- 
tura moderna, in virtu di una delle tante 
contraddizioni del nostro tempo. 


Le coppie di figure a forma di paravento, 
le altre, giacenti o sedute, impreziosite dalle 
patine del bronzo, sembrano talora sculture 
di scavo, vagamente arcaiche, ma rivissute in 
un presente senza pieta, fatti di una condi- 
= esistenziale, un po’ ambigua e un po’ 
cinica. 


C’é l’interesse morboso per quanto é guasto 
e corrotto, vicino alla brutalita quotidiana; e 
la «Donna che cade» ne é l’esempio pit tor- 
bido. E la presa di coscienza di una realta 
ripugnante attraverso le forme piu tese del- 
l’espressionismo scultorio, cioé di una tendenza 
della scultura a oggettivarsi nelle forme della 
disgregazione angosciosa. 

Comunque lo si voglia considerare, Armi- 
tage riesce a imporre nelle sue opere incon- 
suete quella velenosa magia dell’intelligenza, 
che si accorda poi con l’umor nero, molla 
segreta di meravigliose avventure fantastiche. 

Di fronte a tali complessita di struttura 
psicologica e intellettuale, l’arte di Max Bill 
appare di una cristallina coerenza logica nello 
svolgimento dei temi di ,continuita nello 
spazio’, di una implacabile nitidezza d’imma- 
gine, che non lascia zone incerte o allusive. 


Il calcolo esclude le tentazioni pittoresche. 
(Probabilmente Bill non le ha, ma la sua pu- 
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rezza ha valore in quanto esiste il suo con- 
trario, l’impurita, come tentazione probabile.) 
Cosi, partendo da principi matematici, Max 
Bill ha disegnato oggetti per la produzione in 
serie; e il suo impegno é lo stesso, nella ricerca 
di una assoluta perfezione formale. 


Cid ha fatto perdere a certa critica la pre- 
cisa nozione dei limiti che dividono la scul- 
tura dall’oggetto industriale. 


La scultura é un unicum irripetibile (e non 
contano le repliche fuse nel bronzo o le copie 
tirate dai marmorari da un gesso originale). 


Pur senza considerare l’opera d’arte distac- 
cata da noi e innalzata in una specie d’inac- 
cessibile altare, non ci sembra giusto confon- 
derla con un oggetto in serie di uso quotidiano. 
(Concediamo alla scultura il disinteressato uso 
contemplativo.) 


E bene aggiungere che le superfici lineari 
avvolgibili delle sculture di Bill non possono 
nascere soltanto da un ripensamento delle 
superfici di Mébius. Dietro la matematica, c’é 
la cultura dada, generatrice di forme che 
sembravano assurde e che rivelano oggi, 
anche a distanza di tanti anni, una organica 
vitalita. 


Prima di Mdébius, c’é Arp, il demiurgo, con 
Brancusi, della scultura moderna. E Arp 
generosamente ha dato idee e suggerimenti 
un po’ a tutti, Bill compreso. 


Architetto e scultore, Max Bill costruisce 
razionalmente sui dati della piu spregiudicata 
fantasia: invece Armitage vuol essere ,natura’ 
con la violenza e le contraddizioni ch’essa 
comporta, e con l’aggiunta di una cultura 
artistica raffinata, che rende il prodotto piu 
singolare e pid eccentrico. Max Bill rifiuta a 
priori l’individualismo romantico e le improv- 
visazioni di Armitage, e offre all’uomo d’oggi, 
che ama la perfezione meccanica, una scul- 
tura destinata a soddisfare la tendenza allo 
standard del gusto collettivo. 


Ecco dove si pud arrivare forzando i ter- 
mini di un confronto del tutto casuale. 


Altri stranieri 


Un rapido sguardo comparativo tra gli ar- 
tisti che espongono negli innumerevoli padi- 
glioni stranieri consente di far qualche nome, 
e non per mero dovere di cronaca: Masson, 
divagante in un insoddisfatto eclettismo cul- 
turalistico; Pignon, alla ricerca di una for- 
mula espressiva vigorosa nella rielaborazione 
dei dati naturalistici; Hayter, un virtuoso della 
tecnica incisoria fine a se stessa; Ardon, che 
racconta meravigliose storie con uno slancio 
nostalgico verso un tempo e un paese rivissuti 
nella memoria; Segall, morto nel ’57, «anima 
tribolata e pensosa», scrive Bardi, «incline al 
commento morale e alla vena del richiamo 
religioso», nei termini pid autentici del primo 
espressionismo; Brusselmans, morto nel ’53, la 
cui professione di fede si riassume in questa 
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frase: «Che ogni artista viva la propria opera: @ 
non possiamo chiedergli né di pit, né di meno 
(1951), applicata con onesta nei limiti descrit. 
tivi di una visione popolaresca; Cossio, che © 
concentra nelle immagini di una antica grazi, ~ 
orientale, una raffinata sapienza pittorica; 
Hegedusic, che ricorda Ben Sahn, nella seo. 
perta di elementi surreali e metafisici, pu 
nella cruda realta della denuncia o della rap. 
presentazione drammatica; Taranczewski, che © 
definisce il gusto della grande decorazione 
murale nello spazio pit intenso di vibrazionj 
pittoriche delle nature morte in serie, sui} 
motivi del vaso azzurro e della conchiglia: 
Louis Moilliet, che negli acquarelli marocchinj 
del 1921 rievoca la luce inimitabile di Klee 
Stupica, che favoleggia sugli aspetti simbolicj 
di un mondo ancestrale ravvivato attraverso 
il ricordo poetico nei quadri di una profonda 
suggestione fantastica. 


E potremmo continuare, se non fossimo at- 
tirati da altre presenze, che meritano uw 
discorso pil ampio, ancora una volta ricor- | 
rendo alle antitesi o agli accostamenti meno | 


—e 


prevedibili. 


Da lunghi anni si auspicava una mostra 
completa dell’opera di Klimt, presente in al- | 
cune biennali della «Belle époque», e che ebbe, 
in Italia, uma grande influenza, attraverso lo 
stile della «Secessione viennese», sull’architet- 
tura e sull’arredamento, sui mobili e sugli 
oggetti artistici, sull’arte tipografica, e soprat- 
tutto su alcuni pittori, come Casorati e Gino 
Rossi, rivelati dalla mostre di ca Pesaro a 
Venezia. Quel gusto decorativo penetrd a 
fondo nella societa del tempo al punto di 
rappresentarla nelle estenuate eleganze flo- 
reali, nelle esigenze estetiche decadenti. 

Ora la mostra c’é, nel padiglione austriaco, 
ma é limitata a tredici opere, alcune delle 
quali di scarso interesse, senza un solo disegno 
(mentre Klimt disegnatore meriterebbe quasi © 


una mostra a parte), senza la documentazione ~ 
fotografica delle opere non esposte o distrutte © 
© delle decorazioni in mosaico, fatte dall’ar- © 
tista a Bruxelles. 

La personalita di Klimt si definisce nella 
cultura di un’epoca, che evade dal naturalismo 
della ,tranche de vie’ nell’estetismo simbolista, | 
espressione del gusto di una societa ricca e f 
raffinata nella difficile arte del vivere; e 7 
questa cultura, nata tra i ripensamenti stili- 
stici del preraffaellismo e le interpretazioni | 
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decorative dell’arte cinese e giapponese, e che 
potrebbe avere per pronubi il Beardsley e 
Oscar Wilde, maestri di sottili crudelta pre- © 
ziosamente letterarie, é poi la stessa in cui si 

sviluppd l’educazione intellettualistica di Gau- © 
guin e dei ,Nabis’ e che ebbe per interpreti, 
in Italia, e con quanto distacco di valori, 
D’Annunzio, Sartorio e Segantini. Alla fonte fF 
di quella cultura, diffusa ormai per ]’Europa, 
si collocano le prime esperienze di Klee e di 
Kandinsky, illustrative le une e le altre, ma 
con tale liberta fantastica, da segnare gia un 
avvio verso il processo dell’astrazione formale. 
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o, nelle sale della «Secessione», le opere 
di Munch e di Hodler. Le universita e i musei 
offrivano ai pittori ,di pensiero’ pareti e sof- 
fitti perché vi dipingessero simboli e allegorie, 
in composizioni dilaganti nei cieli o in fregi 
che comprendevano teorie di figure, sull’esem- 


? pio di Sant’Apollinare Nuovo. Anche Munch, 


che era nato piuttosto per illustrare le tragedie 
c: Ibsen, si dedicd, a Oslo, alla decorazione 
murale. 

Ci fu, nel periodo dello stile ,liberty’, una 
stretta collaborazione tra architetti, pittori, 
scultori e artigiani. E il capolavoro, risultato 
da questa collaborazione, é la casa Stochlet, 
a Bruxelles, nella quale Klimt decordéd a mo- 
saico la sala da pranzo. 


E una delle creazioni pit perfette del mae- 
stro viennese, un’opera che rivela lo studio 
dei valori cromatici e spaziali dei mosaici 
bizantini. E lo stesso amore per l’Oriente, per 
il ritmo musicale delle invenzioni decorative, 
che muove Kandinsky alla ricerca di signifi- 
cati simbolici nel colore, sotto il segno di una 
pura spiritualita. 


Klimt adatta le figure, come forme, a un 
compito decorativo, inserendovi, in una sin- 
tesi bizzarra, elementi geometrici dai colori 
brillanti. La composizione (vedi «Morte e vita» 
[1908 —18] e le «Tre eta» [1908]) @ legata a 
uno schema gia astratto, con uno svolgimento 
lineare, che diventera poi autonomo negli 
spazi inventati da Kandinsky. 


Il rapporto con la musica é evidente nel- 
larte di Kandinsky e genera il distacco dalla 
tradizione figurativa. Ma tale distacco é@ gia 
implicito nell’opera stessa di Klimt, pur cosi 
vincolata alla cultura del ,liberty’. La «Danae» 
(1908), di una morbida grazia sensuale, po- 
trebbe essere il simbolo del gusto e dell’este- 
tica del ,liberty’; e anche il documento pit 


Per capir meglio gli scambi e i complessi 
rapporti tra le arti e la vita di quel periodo, 
che parve a taluno una continuazione del- 
lOttocento nel nuovo secolo e che invece ha 
in se i germi delle rivoluzioni artistiche mo- 
derne, si dovrebbe organizzare una grande 
mostra internazionale del ,secessionismo’ e 
della sua cultura. La mostra, impostata sul 
principio della integrazione delle arti, avrebbe 
cosi una importanza decisiva per lo studio 
filologico delle fonti. E un’idea per i dirigenti 
delle future ,Biennali’; un tema da svolgere 
fino in fondo, e che dara grandi sorprese al 
pubblico e ai critici. 

Insomma Klimt é un capitolo aperto, pro- 
prio nel tempo in cui si manifestano le pit 
violente reazioni contro le ,accademie’ cubiste, 
puriste, espressioniste, da parte dei barbari 
(civilissimi) dell’«art brut», dei rivoluzionari 
(conformisti) del «tachisme», e dei neofiti in- 
clini al fanatismo delle varie sette degli ,in- 
formali’. Gli astratti geometrici sono gia sul 


banco degli accusati. Troppo forte é la tenta- 
zione di attribuire alla macchia elaborata coi 
procedimenti tecnici pit inconsueti e ai segni 
tracciati negli infiniti modi suggeriti dalla 
grafica moderna un valore espressivo nell’as- 
soluto dominio dell’arte. 


Tedeschi e spagnoli sono, quest’anno, im- 
pegnati nelle maniere pid attuali, secondo il 
caleidoscopio delle tendenze, che accomunano 
in ricerche di carattere collettivo artisti di 
ogni continente. 

E questo uno dei dati caratteristici del 
tempo, provocato dalla facilita dell’informa- 
zione (viaggi, libri, riviste, radio, televisione, 
perfette riproduzioni a colori) e dall’interesse 
sperimentale per le tecniche e per le materie 
nuove. 

I pittori tedeschi sono molto consapevoli di 
quanto fanno e lo dichiarano con acuta auto- 
critica. Nel catalogo della ,Biennale’, il prof. 
Hanfstaengl cita queste dichiarazioni, che ten- 
dono tutte a dimostrare come l’arte si mani- 
festi attraverso il procedimento automatico, 
controllato nelle fasi pit intense dell’espres- 
sione creatrice. Leggiamo: «Dal 1933 in poi 
questi segni diventarono come per gioco in- 
teramente personali, ma il fatto consolante 
fu che dovetti eleborare tali segni come in 
seguito a un ordine interiore, finché diventa- 
rono una scrittura veramente leggibile, un 
simbolo universalmente valido» (J. Bissier, che 
non espone alla ,Biennale’). «... Scrivo in 
fretta e sacrifico una parte del mio controllo. 
Pid veloce é la mia scrittura, minore diventa 
il controllo, e pid cose anonime vengono a 
galla, di me e del mondo» (K. O. Gotz). «Ogni 
volta il materiale s’incontra con me e io lascio 
fare a esso, perché l’esperienza m’insegna che 
é molto pit saggio di ogni calcolo... Mi lascio 
trascinare e cosi conquisto il mio quadro» 
<=. Schumacher). «Forte azione e prontezza 
che passa tra cose ancora da scoprire; movi- 
mento e quiete si fondono nella pittura in un 
unico istinto. Mi piace far vedere la bellezza 
e il ritmo del nostro mondo tecnico e il battito 
del cuore umano» (K. R. Sonderborg). «II pro- 
cesso della pittura mi da sempre una grande 
sorpresa... Si é sempre di nuovo davanti allo 
stesso nulla; si é trasportati in tutte le dire- 
zioni; si @ sempre di nuovo di fronte a un 
salto e di fronte allo stesso rischio» (H. Trokes). 
«Non posso dir niente sul senso e sul titolo 
dei miei quadri. Io li dipingo: posso parlare 
soltanto di impulso. Briciole di terra, rigagnoli 
d’acqua, portacenere ricolmi sono diventati 
per me pit importanti delle montagne e delle 
rive del mare. Essi sono materia, colore e 
forma (e molto di pit): Sulla tela poi la bri- 
ciola di terra diventa briciola e pit di briciola. 
Questo pili é decisivo» (W. Wessel). E inutile 
citare di pit. 

Di Gotz e di Sonderborg conviene isolare la 
energia e la dinamica del segno, che impe- 
riosamente delimita in un tracciato a bianco 
e nero quello spazio interiore, che non obbe- 
disce a nessuna legge prospettica, che s’iden- 
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tifica col ritmo di uno stato d’animo. In questo 
senso, i grafici sono anche i piv astratti e i 
pid puri. Schumacher e Wessel invece affron- 
tano la materia, e con molteplici espedienti 
tecnici si studiano di renderla significante, 
espressiva, persino drammatica, senza forse 
avvertire il limite esatto del loro impegno o 
del loro abbandono. Ai suggerimenti dell’in- 
conscio si uniscono forse troppi elementi og- 
gettivi, desunti dagli aspetti pid nascosti, piu 
umili o pid sordidi della realta. I muri delle 
citta, veduti con occhio implacabile da Du- 
buffet, con lo stesso amore descrittivo di 
Sartre per gli oggetti e le cose piu povere e 
pid abbiette della realta quotidiana, sono or- 
mai i motivi pid allettanti di un naturalismo 
indiretto, nascosto dietro le formule astratte. 
Cupe, ossessive, le tele di Schumacher e di 
Wessel, che sembrano dominate da un’angoscia 
senza speranza. 


Trokes, che parla di ,sorpresa’ e di ,rischio’, 
scopre ogni volta nel quadro qualcosa di nuovo 
e d’inatteso: una conferma, trovata e non cer- 
cata, alle emozioni della luce e del colore, 
risolte nelle immagini luminose, secondo un 
processo astrattivo, che porta alla visione, 
depurata di ogni elemento descrittivo. Nel 
dopoguerra, é accaduto in Germania lo stesso 
fenomeno accaduto in Italia, e cioé la dispe- 
rata volonta di conoscere e di sperimentare 
tutte le maniere e tutte le tecniche, i dati e le 
teorie di ogni movimento d’avanguardia, in 
una specie di frenesia di aggiornamenti cul- 
turali. Oggi é@ facile riconoscere i limiti e i 
risultati negativi di tante esperienze; ma é 
rimasto l’impulso vitale alla ricerca, al di 
fuori degli schemi fatti, nel senso costante 
dell’avventura, come stimolo alla liberta totale 
dello spirito. 


Le correnti pid moderne sono presentate in 
modo unitario, secondo una dialettica vivace 
di accostamenti, nel padiglione spagnolo, che 
é stato la vera sorpresa di questa XXIX Bien- 
nale. Molto opportunamente Luis Gonzalez 
Robles sottolinea i caratteri iberici e i valori 
etici dell’arte spagnola contemporanea. Carat- 
teri e valori, che gid avevamo riconosciuto 
negli artisti pid celebri, da Picasso a Gonzalez, 
da Gris a Miré; e che oggi @ consolante tro- 
vare in quelli che li continuano idealmente, 
affrontando i problemi pit affascinanti e dif- 
ficili dell’arte del nostro tempo. 


Le categorie in cui Robles divide gli esposi- 
tori son forse troppo rigide, ma una classifi- 
cazione pud anche essere utile soprattutto 
quando riguarda le figure minori, interessanti 
per la problematica ch’esse propongono, piu 
che per una effettiva qualita di stile. 


Di Cossio s’é detto, ma sarebbe impossibile, 
almeno secondo il nostro parere, avvicinarlo 
a Guinovart e a Ortega Munoz, sotto il segno 
dell’«Espressionismo figurativo», poiché in tal 
caso questa categoria potrebbe sembrare 
troppo elastica e comprendere le personalita 
pia discordi. 


Guinovart sta a se’ come Chillida, com | 
Tapiés, come Rivera, al di fuori delle cate. 7 
gorie, in un piano di valori internazionali, pe ~ 
la forza della propria individualita, che 5 
stacca nettamente dal livello anonimo collet. ' 
tivo. Il padiglione spagnolo era stato pe 
lunghi anni il nostalgico rifugio di quanti 
avevano nel cuore il ricordo di Zuloaga e qj 
Sorolla, di Anglada e di Rusinol e di tant © 
aitri dimenticati trionfatori delle Biennajj 
veneziane; l’ultimo baluardo del gusto di un, 
pittura internazionale borghese, che avey, 
per propri araldi Zorn e Tito, Lazlo e Boldinj ) 
Israels e Carolus Duran. Ora la Spagna gj 
mette nel novero delle nazioni pit attive per 
varieta di tendenze e di proposte ideologiche 
e manifesta un fermento spirituale che 
esprime gia, non solo nelle arti figurative, ma 
anche nella letteratura, nella poesia e ne 
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cinema, con opere imposte dalla critica euro- 
pea all’attenzione del mondo. 


A rappresentare il gusto internazionale bor- 
ghese é rimasta la Russia con gli organizzati 
e onesti artigiani della pittura e della scul- 
tura, abili illustratori di libri di testo gover- 
nativi, commoventi interpreti della mitologia 
comunista. E non si dica che gli spagnoii si 
sono avvicinati alle ,mode’ internazionali, 
come affermano i critici marxisti, parlando 
dei polacchi e degli jugoslavi. 


Che non si tratti di ,mode’ é universalmente 
risaputo da quanti abbiano, con libero spirito, 
studiato i testi pid indicativi della filosofia 
contemporanea, e, nel medesimo tempo, com- 
parato con quelli e con tutti gli aspetti, pra- 
tici e ideali, della vita moderna le opere d’arte 
di oggi. 


Si tratta di modi d’essere, liberamente 
scelti, e non imposti da un’estetica di stato o 
da un inammissibile ricatto di gruppi organiz- 
zati di sfruttatori, e questi modi d’essere sono 
storia, per la verita artistica ch’essi esprimono, 
al di fuori di ogni pretesto ,esterno’ di carat- 
tere utilitario. 


C’é poi, operante, anche nelle espressioni 
apparentemente pit astratte, la forza di una 
tradizione, che, nell’arte spagnola, s’identifica, 
come afferma il Robles, col rigore, con |’au- 
sterita, con la semplicita, in funzione stilistica 
e etica. 

Per esempio Guinovart non pud essere che 


un catalano per la prepotenza della trasposi- 
zione fantastica del dato oggettivo in com- 


posizioni eterogenee, intensamente espressive > 


come i crocefissi medievali e le nature morte 
cubiste di Picasso. Guinovart inserisce nella 
pittura materie e oggetti diversi, ma la sua | 
capacita di ridurli a unita di stile, come ele- 
menti di una concezione surreale, riscatta 
l’abusato mezzo linguistico. 


E lo stesso si pud dire di Chillida, per il 
suo stretto legame con una certa idea della 
Spagna, aspra e severa, nelle profonde esi- 
genze morali, che non ammettono i compro- 
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messi religiosi e ideologici, e che si configu- 
rano nell’arte attraverso lastratto rigore dello 
stile. I ferri di Chillida tracciano nello spazio 
yn disegno energico, con tratti spezzati o con- 
torti, che allude a forme reali o a forme in- 
ventate. Il ritmo é@ grave, talora quasi solenne, 
e si sviluppa dai profili decisi e persino cru- 
deli, se famno pensare, come spesso accade, a 
strumenti di tortura, a catene, a misteriosi 
oggetti rituali. 


Chillida affonda nel tempo del suo paese 
antico, ma la sua acuta coscienza di uomo 
moderno, formatosi al contatto di un am- 
piente intellettuale «d’avanguardia», controlla 
gli slanci e gli abbandoni sentimentali, e in 
ogni scultura incide col mordente dell’intelli- 
genza, della complicita intellettuale. Anche 
Tapiés s’ispira qualche volta da bizzarre epi- 
grafi archeologiche, dai muri grafiti, dalle 
pietre corrose, dai marmi logorati, dalle rene 
levigate dal vento. E ancora la natura e la 
cultura, nella sintesi avvincente, creata da un 
pittore, che domina la materia, che sa renderla 
espressiva coi mezzi di una tecnica scaltra, 
imitatrice e creatrice, nel medesimo tempo. 


Ma Tapiés é davvero un protagonista del- 
l’«astrazione drammatica»? Molto pit giusto 
sarebbe definirlo, sia pure in modo alquanto 
paradossale, un astratto che copia le sue 
astrazioni dal vero. 


Tapiés vi aggiunge il condimento di un raf- 
finatissimo gusto della materia, per cui i suoi 
muri diventano oggetti preziosi, ornamenti 
insostituibili della casa di un umanista mo- 
derno. Sembrano quadri fatti per la contem- 
plazione, da tenere tra i buoni libri e la buona 
musica, perché l’occhio si posi sulle superfici 
sapientemente modulate e modellate con la 
felicita di trovarvi quell’organizzato disordine, 
che offre continui pretesti di evasione all’in- 
telligenza un po’ stanca. 


Manuel Rivera, con le dieci composizioni di 
trame metalliche sovrapposte; tese con fili di 
ferro su telai di legno, ha creato un genere, 
che non si sa come classificare. E scultura? 
E grafica a pit’ dimensioni? 


L’effetto sullo sfondo bianco delle pareti 
non @ molto diverso dal tratteggio inciso al 
bulino, con una straordinaria ricchezza di 
mezzitoni, di sftumature ottenute con reti dalle 
trame pit fitte o pil rade. 


Rivera si avvicina alla cultura postcubista 
del dopoguerra, alle limpide incisioni di Adam, 
come metro di confronto linguistico; ma con 
pit morbida grazia, con una lievita d’imma- 
gine, che risulta dai mezzi impiegati di una 
raffinata tessitura formale. 


In Spagna si sperimentano tutte le vie del- 
larte astratta, e Millares, Saura, Vela, Cano- 
gar, ne interpretanc i problemi pit attuali. 


Altri incontri vanno segnalati nei padiglioni 
stranieri: Okada, un giapponese che vive a 
New York, e che sembra dare al sogno nostal- 


gico del paese lontano una estenuata eleganza 
pittorica; il belga Lismonde, un raffinato di- 
segnatore che riecheggia le finezze grafiche di 
Villon; Maria Jarema, attenta a sviluppare 
con severa fantasia grafica i temi pid puri 
dell’astrattismo geometrico; Olga Jevric, scul- 
trice jugoslava, che lega le masse tormentate 
di cemento con una architettura di tondini di 
ferro, ottenendo da questo rapporto di forme 
e materie una organica e risoluta unita pla- 
stica, intensamente espressiva; Murtic, un 
giovane di grandi doti decorative, che, a Za- 
gabria, accentra, attraverso le proprie vitali 
esperienze, un interesse fecondo per certe 
correnti della pittura europea (da Manessier 
a Birolli); gli scultori americani David Smith, 
che associa in una sintesi suggestiva e un po’ 
ironica una serie di elementi meccanici, e 
Seymour Lipton, che riesce a dare un senso 
alle bizzarre forme organiche create con la- 
mine d’acciaio battute e ritagliate, avviluppan- 
tesi nello spazio, come fiori mostruosi o insetti 
surreali. 

C’é insomma, da un continente all’altro, una 
rete di scambi, che superano persino i divieti, 
e che aprono la via, attraverso i confronti, a 
giudizi meno ristretti, meno vincolati da uno 
sciocco orgoglio nazionalista. 


Il padiglione italiano 

Come s’é gia detto nella premessa non basta 
il numero a sostituire la qualita. Gl italiani, 
anche se ospitanti, sono troppi, sono sempre 
troppi, e non giustificano affatto, salvo qualche 
eccezione, quell’ottimismo di maniera, che 
certa critica ha assunto, dando molto spazio a 
giovani che son tali soltanto per la data di 
nascita. Non tutto, s’intende, é¢ da rifiutare 
delle esperienze e delle ricerche dei giovani, 
che vanno giudicate (e proporzionate) in un 
severo confronto con l’arte internazionale con- 
temporanea. 

Alan Davie espone nel padiglione italiano, 
e la sua presenza, anche con un solo quadro, 
si afferma con la forza di una individualita 
risoluta, distaccata dal grigiore di un diffuso 
manierismo, dal quale ben pochi dei cosiddetti 
giovani si salvano. E quelli che si salvano son 
giovani per davvero. 

Scanavino, Dorazio, Perilli, Saroni, Ruggeri, 
per quanto debitori a certe correnti, facilmente 
classificabili, della cultura e del gusto, pro- 
pongono problemi individuali e che meritano 
di essere considerati sullo stesso piano di va- 
lori riscontrati nei pittori tedeschi e spagnoli. 
Risalendo invece alle fonti, cioé alle pil va- 
lide espressioni della pittura americana con- 
temporanea, gli spunti felici dei nostri giovani 
pittori acquistano una esatta dimensione. De 
Kooning e Tobey, Pollock e Tomlin, Gorky e 
Guston son nomi che condizionano non sol- 
tanto l’arte dei nostri giovani, ma anche quella 
di altri, pid anziani, ai quali le buffe prefa- 
zioni del catalogo assicurano impossibili pri- 
mati con un frasario ricco d’un inconscio 
umorismo. 
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Scanavino é il pid sottile nell’indagine for- 
male, che gli apre uno spazio misterioso, dal 
quale emergono, come apparizioni, nuclei or- 
ganici in via di trasformarsi in figure. Ruggeri 
é chiuso in una tensione drammatica, che si 
esprime per fieri contrasti di bianchi e neri, 
eccitati dalla violenza di un rosso rubino. 
Saroni costruisce con impetuosa disinvoltura, 
intrecciando larghe penneliate, angosciose e 
monumentali figure, in cui la materia cro- 
matica é animata, vitale, sull’esempio espres- 
sionista di De Kooning. 


Perilli, dopo la parentesi di studio dei carat- 
teri e della scrittura giapponese, inserisce la 
propria esperienza grafica nello spazio nuovo 
del muto, come in un ,ambiente’ naturale, 
ricco di modulazioni pittoriche. 


Dorazio, pittore colto, di estrema sensibilita 
ai problemi piu dibattuti dell’espressione arti- 
stica, con rara eleganza svolge temi grafici in 
un tessuto gremito, dai colori accesi, ispiran- 
dosi all’insegnamento di Tobey. 


Dei giovani scultori, una onorevole citazione 
meritano Tavernari, Ramous e Somaini, tre 
lombardi di vigoroso istinto plastico, da ricol- 
legare, ciascuno con caratteri propri, in op- 
poste direzioni del gusto, a una tradizione 
antica di maestri lapicidi, capaci di tradurre 
in onesti termini paesani i piu raffinati sug- 
gerimenti stilistici d’oltralpe. 


Tutto qui? qualcuno potra domandarsi. Il 
rinnovamento della ,Biennale’ si riduce a 
questi soli nomi? Potremmo aggiungerne 
qualche altro, Vacchi, Romiti, Licata, Baj, 
Dangelo, ma con alcune riserve, implicite nella 
premessa e nel corso stesso del nostro esame 
critico. 


La cosiddetta ,generazione di mezzo’, alla 
quale é stato imposto l’errato principio della 
rotazione, come se, in Italia, ci fosse grande 
abbondanza di artisti, da presentare con 
dignita in campo internazionale, é quasi del 
tutto assente da questa ,Biennale’, e l’assenza 
si fa sentire. 


A sostenere il peso di una difficile rappre- 
sentanza rimangono cosi soltanto Burri, Scia- 
loja, Turcato, Breddo, Franchina, Signori, 
Negri, Spacal. 


Di Burri s’é pid volte parlato in questa 
rivista, e i tre quadri esposti alla ,Biennale’ 
confermano, senza aggiungere gran che, il 
giudizio gia dato. Ogni materia é trattata, con 
diabolico gusto, secondo le prorie possibilita 
espressive: il bianco «craquelé», il legno com- 
busto, il sacco cucito. E il linguaggio sottinteso 
é quello del ,collage’, rinnovato in un gioco, 
che investe gli umori e l’estro spregiudicato 
dell’artista. E giusto parlare di ,gioco’, in 
dispetto della infinita teoria dei moralisti, che 
si atteggiano buffamente a vestali della tra- 
dizione classica tradita. L’arte é¢ materia viva, 
e non mummificazione accademica, e pud 
essere anche gioco, nel senso felice che si pud 
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dizio conclusivo di Sweeney: «Questa abilita 


di trattare senza imbarazzo il proprio medium, | 


combinata con una sensualita naturale, senza 


dare a questa parola. Accettiamo cosi il giy-. 


falsi pudori, entrambe controllate e affinate | 


da un alto ideale del proprio lavoro, da una | 


sensibilita delicata e da una competenza e 


coscienza tecnica, hanno reso possibile a A]. © 


berto Burri di raggiungere una delle espres- 
sioni pit: individuali e ravvivanti degli ultimj 
dieci anni, al tempo stesso derivandola diret- 
tamente dalle tradizioni pit valide.» 


Scialoja é@ arrivato finalmente a un _ wubi 
consistam’? Ha risolto davvero la propria in- 
quietudine di artista straordinariamente civile 
in forme definite e definitive? Lionello Ven- 
turi accenna a una liberazione avvenuta nel 
felice abbandono alla gioia del dipingere e 
definisce questa condizione dell’animo come 
un incontro con la serenita e la bellezza di 
un paese sognato. Il canto puro del colore di 
Scialoja potrebbe essere la risposta alle do- 
mande di prima. 


Ma forse, anche questo momento sara supe- 
rato, attraverso nuovi suggerimenti di un 
particolare clima culturale, che rappresenta, 
per Scialoja, una fonte attiva d’idee e di 
esperienze. 


Di anno in anno, le finezze visive di Breddo 
si accordano nell’impegno di uno spazio pili 
vasto, che rende piu difficili e complessi i 
problemi dell’espressione pittorica. «Memoria 
del tempo» é appunto il quadro, in cui Breddo 
s’é impegnato pit: a fondo, con la intelligenza 
e con la sensibilita, per dare di sé una imma- 
gine finalmente compiuta. C’é in quest’opera 
una luce arcana, che allude a una memoria 
remota di fatti e di emozioni, d’indagini e di 
pensieri, rinati alla coscienza e espressi in 
un’atmosfera velata e allusiva, ricca di modu- 
lazioni segrete. 


Turcato dilata troppo lo spazio degli ele- 
ganti arabeschi formali. E cid risulta evidente 
dal confronto con «Rovine di guerra», due 
tele di 1949, nelle quali l’invenzione grafico- 
pittorica é pit intensa, contenuta com’é in 
una misura esatta. Comunque Turcato é un 
poeta, un bizzarro spirito, con improvvise 
illuminazioni, e quanto fa ha.sempre un tono, 
un accento individuale, e l’urgenza, talora 
incontrollata, di una profonda e toccante sin- 
cerita. 

Mario Negri, che da pochi anni s’é dato in- 
teramente alla scultura, ha una posizione ari- 
stocratica e solitaria nell’arte italiana di oggi. 
La sua mostra é ricca di elementi e d’indica- 
zioni positive sui caratteri della formazione 
culturale e sulle qualita dell’artista, che, di- 
versamente dagli scultori a la page, cerca di 
far dimenticare la materia, affinando le pro- 
prie figure, quasi sollevate nel dominio di 
una pura spiritualita. Si avverte in Negri una 
virti antica: l’amore all’arte, manifesto nel- 
l’accurata e meditata tecnica scultoria e nello 
studio della scultura romanica e gotica. 
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Questa prima veduta complessiva dell’arte 
ai Negri, nel suo chiaro svolgimento, da 
«Erma» (1955—56) alla «Studio N. 2 per un 
rilievo parietale» (1958) e agli «Studi per rilievi 

etali» (1958), @ una sicura premessa per 
altre e pid profonde conquiste stilistiche. L’im- 

o morale dello scultore é rivolto alla 
durata dell’opera; ed @ lo stesso che animava 
gli anonimi tagliapietre a scolpire statue e 
capitelli per la gloria di Dio e la bellezza della 
cattedrale romanica. 


Franchina pud dare finalmente un’idea delle 
sue possibilita di scultore moderno, in un 
paese troppo legato all’accademia o all’arche- 
ologia. Nessuno, meglio di lui, sa trasformare 
il filo e la lamiera di ferro in strumento di 
aerea eleganza espressiva. Le figure si dise- 
gnano nello spazio come arabeschi penetrati 
dall’aria, con un ritmo che fa pensare alla 


| danza o al moto lento delle foglie. C’é dunque 


una verita profondamente umana alle origini 
del gioco meraviglioso degli equilibri impossi- 
bili. Ancora una volta si parla di gioco, e non 
per alludere a una gratuita inesistente, ma 
per definire la gioia e la grazia del lavoro 
manuale, condotto alla perfezione, perché 
altri scoprano nell’oggetto creato la stessa 
gioia e la stessa grazia, come antidoti sicuri 
contro la noia. La sculture noiose non sono 
opere d’arte. In certi casi, uno sbadiglio é gia 
un giudizio critico. 


E il numero degli sbadigli, in questa ,Bien- 
nale’, uguaglia quello dei sospiri. I marmi di 
Signori sono il polo opposto dei ferri di Fran- 
china: rappresentano la ferma volonta di con- 
quista di una statica purezza. Hanno un an- 
tenato scabroso nel vecchio Brancusi, che ha 
inventato la scultura moderna. 


Non si sa per quale prodigio, ogni pietra 
toccata da quell’artigiano di genio si tras- 
formava in forma monumentale. I marmi levi- 
gati di Signori sono, come giustamente osserva 
Di San Lazzaro, di una misura umana, ricon- 
dotti cioé a una dimensione pit intima, in cui 
il ricordo di Brancusi si attenua, vinto dalla 
dolcezza che ammorbidisce la dura materia. 


Dei molti incisori, segnalati Lattes e Mai- 
noli, il migliore ¢ certamente Luigi Spacal, 
che si é affermato attraverso una serie espe- 
rienza di silografo e di litografo, in possesso 
di una tecnica invidiabile. 

La liberta dai limiti imposti alla silografia 
dal gusto illustrativo o decorativo é evidente 
nell’opera grafica di Spacal, come condizione 
fondamentale di uno stile nuovo, in cui agi- 
scono armoniosamente i ricordi dei sogni sur- 
reali di Klee e gli abbandoni agli incanti 
visivi di un mondo carsico e adriatico scoperto 
con animo puro. 


Altri scultori e pittori italiani 


Il salone centrale del palazzo é dedicato a 
Campigli, Fontana, Gentilini, Mafai e Menzio. 


Probabilmente si é voluta stabilire, con questo 
onorevole collocamento, una gerarchia di me- 
riti, che non sembrano poi tanto assoluti e 
sicuri, vedendo le opere. 


Non bastano le affermazioni ottenute nel 
tempo, le fame conquistate, a fissare un giu- 
dizio, che invece @ sempre aperto, soggetto 
alle opportune revisioni, soprattutto in una 
mostra di carattere internazionale. 


Dopo trent’anni, Campigli pud ben guardare 
alla propria opera con soddisfatta coscienza, 
perché dalla solitudine, nutrita di saggezza, 
alimentata di sogni ricca di meditati silenzi, 
egli ha saputo costruire la pi compiuta im- 
magine di se stesso, la pid fedele al mondo 
illusorio della fantasia. Le figure di Campigli, 
le figure dei suoi sogni, appaiono inconfondi- 
bili, in una felice antichita senza storia, sim- 
boli ripetuti di un individualismo ragionato e 
stagionato, e deciso al costante rifiuto delle 
pid suggestive tentazioni intellettuali, dei 
miraggi allucinanti del mondo artistico mo- 
derno. Campigli va veduto ormai col distacco 
che gli é caro e che, in fondo, gli ha permesso 
di essere sempre e soltanto Campigli. 


Invece Mafai ha creato una nuova sintesi 
con gli elementi pittorici ormai ben noti, e 
che son quelli delle nature morte suntuose, 
dei paesaggi romani, dei fiori vivaci. La pen- 
nellatasi é divisa in brevi tacche orizzontali 
come nei quadri degli impressionisti e con 
Yeffetto di un pulviscolo multicolore in luogo 
del tono unito. Sembra che la visione sia 
dominata dal tremolio della luce, per cui ogni 
forma diventa parvenza in una vasta prospet- 
tiva panoramica. Mafai é pit libero di fronte 
all’oggetto, ma non si ¢ camuffato con le vesti 
del pittore astratto: ogni altra interpretazione, 
ai nostri occhi, é tendenziosa. 


Gentilini é chiuso nella sua bella formula 
di candido espressionista. Di anno in anno, la 
va perfezionando con accorgimenti tecnici che 
fanno della superficie dipinta un pezzo di 
muro affrescato. E un omaggio indiretto ai 
pittori riminesi del trecento, che a Gentilini 
sono familiari, per diritto di nascita e per 
scelta culturale. 

Fontana ha dichiarato pit volte di voler far 
tabula rasa della pittura, spinto dal demone 
della sfiducia nel tempo. E un anarchico alla 
ricerca perenne di una liberta che nessuno gli 
nega. L’equivoco di Fontana nasce dalla gene- 
rosa illusione di credersi un rivoluzionario che 
a ogni costo deve sbalordire il pubblico. Lo 
spazialismo, da lui inventato, é una copia in- 
attuale del futurismo. E non si pud dire nem- 
meno che le ,tavolette grafiche’ e la ,scultura 
astratta’ (1930—33) siano dei documenti im- 
portanti, quando li volessimo paragonare con 
la scultura d’avanguardia europea degli stessi 
anni. Fontana ha un felice temperamento di 
decoratore e di arredatore. Coi buchi o con 
ogni altro mezzo egli fa della decorazione. I 
suoi ,concetti spaziali’ sono troppo eleganti e 
raffinati per poter rinnovare la protesta rivo- 
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luzionaria di Dada. I tempi sono mutati: anche 
Fontana fa, senza saperlo, dell’avanguardia in 
ritardo. 


Non basta la fedelta della pittura di Menzio 
«al suo movimento primo» per riconoscerle la 
freschezza di trent’anni fa, quando i «Sei di 
Torino» erano considerati, in Italia, dei peri- 
colosi rivoluzionari, che avevano per vessillo 
l’«Olimpia» di Manet. Anche Menzio riacquista 
oggi le sue vere dimensioni. E similmente le 
acquistano i puri astratti, come Radice e come 
Rho (morto nel 1957), come Prampolini (morto 
nel 1956). Rho e Radice, due fedelissimi alle 
origini dell’arte astratta in Italia: due precur- 
sori di una vicenda modesta, e che tuttavia 
fu vissuta con grande spirito di sacrificio e 
con grande coerenza, con una certezza morale 
risoluta, in un tempo avverso, in Italia, a ogni 
contatto europeo. Prampolini, fin dal lontano 
1914 (aveva vent’anni), fu un attivista della 
cultura artistica moderna: uno spirito, come 
dice Apollonio, «avido di esperienza, deciso 
alle innovazioni», sempre al passo con le no- 
vita di ogni stagione. C’era in lui la gelosa 
volonta di essere moderno, di distinguersi dai 
contemporanei, ma non sempre alla vivacita 
delle idee e delle dichiarazioni corrisponde- 
vano le opere che avrebbero dovuto giustifi- 
carle. Naturalmente Prampolini fu il cervello 
della ,seconda ondata’ futurista e un anima- 
tore della giovane arte astratta nel dopoguerra 
romano, dal 1945 in poi. I polimaterici (1954— 
1955) son forse le cose migliori dipinte da lui, 
in un momento in cui alla polemica poteva 
finalmente sostituirsi la libera e pura crea- 
zione. 


Bisognerebbe poi parlare di altri morti, 
continuare anche nelle pagine una intermina- 
bile, luttuosa commemorazione di morti che 
non sono mai stati vivi. E un compito che 
spetta all’archivio storico, anche se si tratta 
di Rosai dal 1945 al 1957. Revel, nel suo «Pour 
l’'Italie»>, ha ridato le giuste prozorzioni al 
fatto’ Rosai, al di fuori dei miti impossibili e 
del furore encomiastico della sana provincia 
toscana. Valsecchi afferma che Rosai ha rag- 
giunto, negli ultimi anni, «una straziante, li- 
rica limpidezza trafiggente». Certo, la visione 
del fiorentino é@ diventata pid chiara, ma le 
forme sono anche pit sfatte. E l’umor popo- 
laresco, rissoso e beffardo, degli anni di «Via 
Toscanella» é calato di tono, lasciando di Rosai 
una immagine scialba, non pit fedele al ri- 
tratto del personaggio, nel quale lui stesso 
aveva creduto con commovente ingenuita. I 
,duri’ del nostro tempo sono ben altri: si chia- 
mano Pollock, Artaud, Wols, gente che non ha 
mai descritto o dipinto né preti, né carabinieri. 


Mastroianni, Licini, Viani 

La fortuna di Mastroianni, come molto 
spesso accade, é decretata dagli stranieri pid 
che dagli italiani. E il fatto va considerato con 
attenzione. Jean Cassou dice che fu colpito 
«dall’energia» delle opere di Mastroianni e che 
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pensd subito a Boccioni, non perché vi ricono. © 
scesse una influenza diretta, ma in quanto gi | 


parve di poter stabilire tra i due «un’analogia 
di ordine spirituale». I bronzi di Mastroianpj 
sembrano frammenti di sculture barbariche 
modellati con forza, ritagliati nello spazio 
come forme massicce, e pur animate da w 


ritmo rozzo e sommario, ben diverso dalle ~ 


,espansioni’ dinamiche futuriste. 


Mastroianni possiede un vigoroso istinto 
plastico, che rivela le origini antiche, ma che 
si risolve, al di 14 della rappresentazione, in 
mera espressione di elementi organici artico- 
lati in misteriose strutture. 


Cassou dice di vedervi «un grande combatti- 
mento, amoroso o ostile, una scena. Una scena 
magnifica e appassionata, cui lo spettatore sj 
sente trascinato a partecipare girandovi in- 
torno, considerandone da ogni lato l’evidenza» 
Tutto sembra chiaro in questo ,disegno’ di 


forme in contrasto: e il significato e lo scopo. | 


Gli stranieri sanno leggere meglio di noi 
Yopera di Mastroianni: sono affascinati dal 
senso monumentale di queste sculture, che si 


distinguono dai ,mobiles’ e dagli oggetti in- |~ 


formali, dalle composizioni meccaniche e dalle 
pietre grafite, come fatti di una cultura di- 
versa. 


Invece la giusta comprensione di Viani 
riesce difficile agli stessi stranieri (e a mol- 
tissimi italiani), in virtu di una serie di equi- 
voci generati dalla sostanza stessa dell’arte 
dello scultore, formatosi in una determinata 
situazione della cultura moderna. Si é parlato 
di un ,prima’ e di un ,dopo’, come se I’arte 
coincidesse con le scoperte scientifiche; si ¢ 
confusa molto spesso la forma classica e razio- 
nale di Viani con la forma organica e surreale 
di Arp, senza distinguerne la diversita stili- 
stica, nel ritmo, nella composizione, nei signi- 
ficati pid palesi. 


Si sa bene che Arp é venuto prima di Viani 
e che Viani gli deve moltissimo, ma é anche 
vero che la cultura é per Viani una condizione 
fondamentale in una fase del suo svolgimento, 
una premessa necessaria, dalla quale la fanta- 
sia prende l’avvio per maturarsi in linguaggio 
unico, inconfondibile, adeguato alla dimen- 
sione meditativa di uno spirito e alla misura 
(non ermetica) del suo slancio vitale. 


Viani ha uno sguardo che penetra dentro le 
cose, lucido e acuto, e la sua ragione, soste- 
nuta da un impegno morale, che ha pochi 
esempi nell’arte contemporanea, tende all’as- 
soluto. Ogni scultura, con procedimento antico, 
nasce da uno schema ben meditato, risolto, 
per cosi dire, a priori. E quello schema 
astratto, in cui tutto é previsto, diventa poi 
architettura, segreta struttura di forme che si 
sviluppano nello spazic, creando i profili pil 
inattesi, gli effetti pid imprevisti. 


La ,storia’ di Viani si svolge senza sottintesi 
o episodi pittoreschi lungo la linea assoluta 
della’ verita artistica, riconosciuta fin dal 
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primo incontro, sotto lo sguardo amico di 
) Martini, con Yarte arcaica. Viani ha amato, 

come pud amare un artista, che ha un proprio 
) mistero, una propria vita interiore da ricono- 
‘I scere nelle forme, ha profondamente amato 

Brancusi, Picasso, Arp, e altri scultori antichi 

e moderni, che interpretavano la sua idea di 
) civilta artistica superiore, il suo gusto aristo- 
cratico di scultore moderno. Secondo il pre- 
cetto gidiano, non si deve rifiutare nessuna 
influenza. La nostra maledetta individualita, 
se c’é, si fara sempre strada, fino a ridurre 
ogni suggerimento o spunto o pretesto alla 
sua unica e necessaria dimensione. Cosi é di 
Viani, che non rifiuta nulla alla propria espe- 
rienza, ma che la piega poi alle esigenze im- 
mutabili del suo spirito. 

Nel tempo delle pid avventurose ricerche 
sperimentali di nuove tecniche e di nuove 
materie, Viani continua impassibile a svolgere 
| i suoi temi plastici e lineari, che sono i temi 

| della sua vita stessa. 


Dice molto bene Giuseppe Mazzariol, a pro- 
posito delle recenti opere di Viani: «Le bianche 
' superfici si aprono alla luce con un anda- 
mento strofico ampio e melodioso, la cui vita 
interna pare scaturire dalla lirica nostalgia di 
un ,kosmos’ fermamente riproposto come ter- 
mine di verifica alle inquietudini talvolta 
assillanti della coscienza contemporanea.» 


E un’altra luce esse racchiudono, quella, 
purissima, di un’alta spiritualita. 


L'ultimo incontro, in questa Biennale, é tra i 
| pid inconsueti, almeno in Italia, e tra i pid ricchi 
di fatti, che alludono a una storia, fino a ieri 
poco conosciuta, di rapporti quasi clandestini 
dei piccoli nuclei degli artisti astratti con la 
contemporanea arte d’avanguardia in Europa. 
E l'incontro con Osvaldo Licini, che ha avuto 
il gran premio per la pittura. 

Nel 1937, Licini, che gia da anni operava 
nell’ambito del puro costruttivismo, affermava: 
«Siamo astrattisti per la legge psicologica di 
compensazione, cioé per reagire all’eccessivo 
naturalismo e materialismo del secolo decimo- 
nono. Siamo astrattisti perché riteniamo che 
classicismo, romanticismo, realismo ecc... siano 
cicli chiusi ed ozioso é ritornarci sopra. L’arte 
si trasforma e si rinnova seguendo rigorosa- 
mente gli sviluppi irresistibili dello spirito che 
non torna indietro. Cogliamo l’occasione per 
ricordare che la pittura é l’arte dei colori e 
dei segni. I segni esprimono la forza, la vo- 
lonta, l’idea. I colori, la magia. Abbiamo detto 
- segni e non sogni.» 

Parlando di ,magia del colore’ e della ,forza 
dei segni’, Licini seguiva la via della verita 
poetica indicata dal primo Kandinsky, poi da 
Klee, al di fuori delle polemiche dei surrealisti 
. e delle stesse ,proteste’ picassiane. E la via 
pid difficile, la via della contemplazione, e 
anche dei sogni, non destinati a produrre 
mostri. In questa via, Licini si avventurd per 
anni, in completa solitudine, per tornare 
(Vespressione @ esatta) alla luce soltanto nel 


dopoguerra, alla ,Biennale’ del 1950. L’antico 
rigor costruttivo, il severo modulo spaziale, 
viene assorbito in una realta nuova di pit 
libera espressione fantastica, determinata dalle 
immagini allegoriche delle lune, degli angeli, 
dei ,personaggi’ volanti. 


Son queste le figure di una vicenda raccon- 
tata e racchiusa nei termini di un tempo fan- 
tastico, in cui l’artista esprime la propria 
tormentata vita spirituale, con accenti arcani 
e singolari allusioni. 


Nascono le ,Amalasunte’, in serie, e il proto- 
tipo é, secondo Licini, «la luna nostra bella, 
garantita d’argento per |’eternita, personificata 
in poche parole, amica di ogni cuore un poco 
stanco». 


Spesso l’astro é fatto di lettere e di numeri: 
un astro cabalistico, al quale Licini si rivolge 
con un po’ d’ironia e con affettuoso abban- 
dono. Ma Licini guarda soprattutto dentro di 
se’, a pit amari orizzonti, anche se gli spazi 
della sua contemplazione hanno linee di ma- 
rine e di colli, e cieli vibranti di luci notturne, 
in cui si disegnano aquiloni, angeli e pianeti. 
E altri simboli, misteriosi per noi, ma chiaris- 
simi per il nostro pittore, si delineano negli 
spazi liberati dagli schemi delle astratte archi- 
tetture, mani aperte col cuore nel palmo, 
alabarde, fili avviluppati. 


Poi le ,marine’ e i ,notturni’ dicono degli 
anni trascorsi «nella solitudine troppo immen- 
samente aperta del cuore e dell’anima, al di 
1a di ogni mare, speranza, salvezza, eternita», 
e sognando «l’avvento di una mai veduta, pe- 
renne, strepitosa, frenetica, scintillante, dol- 
cissima irrealta» (Licini). 


Le metafisiche rappresentazioni del silenzio 
alludono forse a un’anima pacificata? Ne du- 
bitiamo, perché Licini é animato da un’inquie- 
tudine giovanile, da una straordinaria carica 
vitale, malgrado l’apparente e rassegnata ma- 
linconia. C’é, in questo pittore, un’anima ar- 
dente, che spesso si nasconde, ma che altret- 
tanto spesso si svela con una foga non tradita 
dallo spazio breve dei quadri, contenuti e 
preziosi nell’incanto puro dei colori, nella 
unita lirica dell’immagine. Licini, come Viani, 
va al di 14 della cultura in cui s’é formato. E 
é@ giusto che la ricerca di se’, della propria 
verita interiore, si svolga nel contesto, con- 
tinuamente mutevole, della storia dell’arte 
moderna. 


Bisogna insistere sul valore e sul significato 
della presenza e del contributo di Licini nel- 
Yarte italiana contemporanea; e insistere oggi 
con maggiore forza, tra una rete di ostilita e 
di offesi interessi, perché Licini é¢ un autentico 
poeta, e non una ,montatura’, come affermano 
taluni, ignoranti e settari, e comunque inca 
paci di riconoscere gli artisti destinati a durare 
nel tempo. 


La «Biennale», questa volta, lo ha fatto ri- 
conoscere prima degli altri. 
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ouverture sur le futur 


Cette Biennale a eu des malheurs. Elle a 
soulevé de vives critiques et fait couler des 
flots d’encre dans la presse spécialisée. En 
Italie méme, deux camps irréductibles se sont 
affrontés: d’une part les tenants de l’art figu- 
ratif, les fanatiques d’une vieille tradition 
«nationale», d’autre part, les partisans d’une 
Biennale vivante et actuelle, faisant le pont 
entre le proche passé et le futur immédiat. 

Le palmarés aussi a été fraichement 
accueilli et vivement contesté. On a parlé de 
scandale et de partialité. Un journaliste fran- 
cais n’a pas hésité a télégraphier son indig- 
nation a sa rédaction parisienne. Sil’on ajoute 
a cela les changements intervenus dans |’or- 
ganisation méme de cette grande manifesta- 
tion internationale, la nomination d’un nou- 
veau secrétaire général, de nouvelles inter- 
prétations des statuts, il faut bien en déduire 
un certain enchainement des faits: la Bien- 
nale de Venise, dame fort respectable et in- 
ternationalement respectée, subit en ce mo- 
ment une crise de maturité! Deux voies s’ou- 
vrent devant elle. Se retrancher derriére les 
barriéres administratives et les pompes offi- 
cielles, s’endormir tout doucement dans le 
solennel, devenir l’organisme enregistreur des 
réputations établies et des gloires consacrées, 
ou bien rendre compte des virtualités du pré- 
sent, en courir les risques et en assumer les 
espoires, allier les nécessités de l'information 
historique et rétrospective aux exigences de 
Vévolution artistique, en un mot vivre au 
rythme de notre époque. 


Soyons reconnaissants aux organisateurs 
italiens d’avoir résolument opté cette année-ci 
en faveur de l’investigation, de la jeunesse et 
de la vie, pour le mouvement, contre la sclé- 
rose. Le choix méme des deux expositions 
principales est significatif: Braque et Wols. 
Braque est un habitué de la Biennale dont 
il a recu le grand prix en 1948 et ow il était 
amplement représenté en 1950 lors de la ré- 
trospective des «Maitres du Cubisme>. II était 
donc normal que fussent exposées pour une 
grande part des ceuvres postérieures 4 cette 
date. 


Il serait vain d’insister sur le réle définitif 
joué par Braque au sein du mouvement cu- 
biste; mais cette exposition nous permet de 
mieux mesurer la portée réelle de ce peintre 
et la teneur de son influence spirituelle sur 
les générations postérieures. Braque a été sou- 
vent, trop souvent, vu a travers de Staél. Mais 
combien de peintres «abstraits» de cette nom- 
breuse tendance ne sont-ils pas tributaires de 
cet «espace tactile» si bien analysé par Jacques 
Lassaigne? Que de curieuses coincidences 
dans la composition, la fragmentation des 
formes, le jeu de la couleur. 
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XXIXéme Biennale de Venise: 


par Pierre Restan;| 


Wols est l'un des maitres européens de |; | 


spatialité nouvelle. Son ceuvre constity 
l'une des plus remarquables affirmations 
de ces évidences plastiques dont la prise de 


conscience, dans |l’immédiate aprés-guerr 7 


allait donner a l’abstraction une dimensiq, | 
nouvelle, celle du lyrisme. Cette expositig | 
remarquable en tous points, situe Wols a» 
vraie place, Il ne s’agit plus 1a d’une définj. 


nition originale, mais d’un espace concu dan; — 
sa totalité rythmique. La rétrospective Wok!” 


prend tout son sens du fait de la présence’ 


au pavillon américain, de Tobey et de Rothko | 


qui furent les artisans contemporains & 
abstraction lyrique américaine et chez qu 
l’on retrouve les mémes problémes d’intégra- 
tion spatiale. La réflexion sur des ceuvre 
aussi diverses, et pourtant si curieusement 
proches, a été a l’origine d’un véritables re. 
nouveau de la jeune peinture abstraite. Cer- 
taines ceuvres exposées au pavillon allemani 
et plus encore au pavillon espagnol, en té. 
moignent amplement. 


Le choix des artistes italiens illustre asser 
bien ce dualisme fondamental, l’oppositio 
et la coexistence dans l’art d’aujourd’hui & 
ces deux familles spirituelles. D’un cété de 
recherches de structures, ou le souci de 
composition s’allie au désir d’une harmonie 
chromatique, de l’autre, la totale et boule- 
versante remise en question du donné forme, 


une peinture cédant au vertige de sa propre!” 
fin et se réalisant dans l’acte méme qui |:| | 


conteste et qui la nie. 


L’importance du mouvement «spatialiste,, | 


chef de file de toute l’avant-garde italienne 
d’aprés-guerre, est soulignée par l’exposition 
Fontana. Un fouillis d’idées, d’astuces, de 
petites et grandes recettes, sans aboutisse- 
ment: un feu d’artifice, une explosion de dy- 
namisme et de vitalité, un beau désordr 
sympathique. 


A un hommage discret mais précis, rendu | 
a Prampolini mort il y a deux ans, vient 
s’ajouter un panorama complet de l’ceuvre 
de Licini. Oeuvre de qualité, sans doute, em- 


preinte parfois d’une poésie subtile, mais q 


située généralement 4 des moyennes altitudes 
Licini est le peintre de la sobriété et de la 
douceur; ses compositions géométriques oi 
la ligne et la couleur s’unissent en accords 
d’harmonie exquise, sont bien supérieures 2 
ses allégories surréalistes, 
ou «Hollandais volant»>, Le grand prix de i 
Biennale qui lui a été décerné, est ven 
illustrer une ceuvre au métier solide, mis & 
relief par l’exercice régulier d’une imag 
nation délicate. 
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Manlio Rho, Mario Radice, Luigi Monta- 
) narini, Giulio Turcato, Gino Morandi repré- 
| sentent ce courant de recherches structu- 
relles abstraites dont nous parlions tout a 
Yheure, tandis que Bacci, Chigine ou Valenti 
manifestent un souci plus apparent d’intégra- 
tion spatiale. Burri, avec trois piéces trés 
crectéristiques donne, une fois de plus, la 
preuve des immenses possibilités d’invention 
de sa démarche originale. Chez les sculpteurs, 
Signori s’impose comme Il’un des grands mai- 
tres du marbre. Cette pierre qu’il connait, 
dont il pressent les exigences et perce les 
secrets, il la révéle a sa vie intime, en pleine 
humanité. Mastroianni vise d’emblée au mo- 
numental: il y arrive parfois, lorsque du 
chaos des formes hostiles entre elles, surgit 
paradoxalement en apparence, un rythme 


|) unitaire. Les formes de Viani, immense mo- 


déles en platre sont autant de témoignages 
de l’'académisme moderne. Les ceuvres de 
Cappello se signalent par leur souplesse et 
leur mouvement, dont la vitesse contraste 
étrangement avec le totémisme d’un Fran- 
china. 

/ Une des plus louables initiatives de cette 
‘Biennale consiste dans la confrontation de 
certains jeunes peintres italiens et étrangers. 
On y décéle, comme I’a justenment fait re- 
marquer Franco Russoli, un climat commun 
| international. Signe réconfortant de la prise 
‘en commun de certaines évidences, signal 


; | d’alarme dénoncant les dangers d’un acadé- 


}misme latent, Mais tel est précisément le 
role d’une Biennale, de manifester ainsi, par 


.|) le témoignage dies ceuvres, les aventures, 


‘les échecs, les courants et les impasses ac- 
} tuels. 


On sent ici, chez tous les jeunes abstraits, 
les influences concomitantes, plus ou moins 
/accusées selon les tempéraments, des leaders 
de l’Ecole de Paris, de Wols 4 Hartung et de 
Fautrier 4 Bryen, du dripping pollockien et 
de l’all over painting, de Tobey et de la pein- 
ture de l’ouest américain. Les investigations 
spatiales de Fasce sont décevantes. Ce talent 
prometteur semble s’enliser dans un esthé- 
tisme de bon ton. Par contre, les notations 


| légéres de Romiti, les dessins rehaussés de 


Soffiantino et les gouaches de Perilli, se sig- 


) nalent 4 l’attention du lecteur par leurs au- 


thentiques résonances. Crippa, Ruggeri, Sa- 
toni, Dangelo et Dorazio poursuivent leurs 
recherches expérimentales, ces deux derniers 
Subissant l’influence directe de Tobey. Sca- 


, navino, qui poursuit depuis deux ans de trés 


intéressantes recherches spatiales, apparait 


comme l’un des plus sirs espoirs de la jeune 


| peinture italienne. Le lyrisme épique de Ber- 
| tini aux formes menacantes diluées dans 
| létendue ambiante, hausse le ton tout en 
sachant demeurer dans les limites de l’aigu. 


Encore une valeur sire de I’Italie de demain. 
Un tableau d’Arnal de 1949 nous fait regret- 
ter excessive surenchére 4 la véhémence de 
ses épanchements actuels. Une grande com- 


position assez incohérente d’Alan Davie m’a 
laissé perplexe, tandis que Sandra Blow 
semble manifester une belle maitrise dans le 
traitement de l’espace. Signalons enfin les 
peintures 4 la cire de Jasper Johns, surtout 
lorsqu’il s’évade d’une stricte imagination 
patriotique (je préfére l’alphabet en gris aux 
stars and stripes) et les sculptures de l’alle- 
mand Cimiotti. Richard Stankiewicz fait de 
art brut de terrain vague, mais made in 
USA: ce qui ne manque pas d’humour, ni 
d’humanité profonde (la crasse des faubourgs 
populeux est peut-étre l’humus nécessaire a 
la survie de l’humanisme américain). 


Si lon compléte ce périple par une visite 
aux salles consacrées 4 Rosai, 4 Campigli, a 
Mafai, 4 Menzio, 4 Gentilini, 4 Breddo, on 
s’apercoit de l’effort fourni par I’Italie pour 
donner 4 ce panorama les dimensions objec- 
tives et sans parti-pris d’un bilan actuel 
orienté vers l’avenir. Tous les problémes 
d’aujourd’hui y sont évoqués sur les cimaises: 
doutes et certitudes, incohérences et acadé- 
misme, impasses et virtualités. 


Nulle surprise, dés lors, si certains pavil- 
lons nationaux supportent mal la comparai- 
son et témoignent — compte tenu des situa- 
tions locales respectives d’une bonne 
vingtaine d’années de retard. Paradoxale- 
ment sans doute, étant donné la position de 
notre pays dans le monde des arts, c’est dans 
le pavillon francais que s’affirme le plus 
clairement ce contraste. Il n’est pas question 
de discuter ici des mérites respectifs de Le- 
gueult ou de Pignon, encore moins du réle 
historique d’André Masson. Mais c’est en 1938, 
ou en 1946 que nous aurions dia les voir a 
Venise. Quant a Pevsner, tout semblait bien 
sar, le prédisposer 4 la récompense supréme. 
Le jury international lui a préféré Mastroi- 
anni. Verdict évidernment inadmissible, mais 
qu’une présentation d’ensemble du pavillon 
francais, plus actuelle et moins académique 
aurait peut-étre pu modifier. Etant donné 
l’organisation de la Biennale, et la répartition 
géographique par pavillons nationaux, le 
probléme de la représentation francaise doit 
étre repensé, de facon a tenir compte de ce 
fait sociologique indiscutable qu’est I’Ecole 
de Paris. La population artistique de la ca- 
pitale a droit, sur le plan international, 4 une 
représentation digne de son importance quan- 
titative et qualitative. Malheur aux peintres 
étrangers qui attirés par Paris et y résidant 
en permanence, ont perdu contact avec leur 
pays d’origine: les Biennales ne sont pas fai- 
tes pour eux. Malheur aussi aux jeunes pein- 
tres franais, que l’exiguité de notre pavillon 
écarte arbitrairement de la confrontation in- 
ternationale. 


Le pavillon allemand est une fois encore 
placé sous le signe de Kandinsky: nous pou- 
vons y admirer les ceuvres remarquables 
d’avant 1914 qui sont actuellement conser- 
vées a la Galerie Municipale de Munich. 


35 


C’est a l’esprit de la «période dramatique» de 
Kandinsky que se rattachent les ceuvres des 
autres exposants (exception faite de l’inté- 
ressante salle d’art sacré), qui furent d’ail- 
leurs réunies en une exposition collective 
organisée l’an dernier 4 Munich par le Dr 
Bayerthal sous le titre «Aktiv-abstrakt». Ces 
peintres ont échappé dans l’ensemble a l’or- 
thodoxie du «tachisme» allemand, caractérisé 
par le travail de la matiére en épaisseur, et 
par une surenchére aux procédés de la véhé- 
mence expressionniste, Seul Schumacher s’y 
rattache encore, mais il en posséde tous les 
secrets et sait admirablement user des possi- 
bilités d’une technique qu’il a dominée. Son- 
derborg apparait comme |’un des artistes les 
plus doués de |’Allemagne d’aujourd’hui. Il 
partage une salle avec K. O. Gétz et la con- 
frontation n’est guére a l’avantage de ce 
dernier. Platschek, par la densité de son es- 
pace et la tenue de ses rythmes contraste 
aussi avec les moliles éjaculations d’un Cavael. 
Thieler présente un bel ensemble d’ceuvres 
récentes. Les groupes et les couples de per- 
sonnages de Koenig évoquent Armitage tan- 
dis que les trés intéressantes recherches spa- 
tiales d’Hajek ne sont pas sans offrir cer- 
taines analogies avec les sculptures de Cimi- 
otti. 


Dans d’autres pavillons nationaux, de sem- 
blables préoccupations d’actualité se sont fait 
jour. Ce sont eux qui, avec Il’Italie et l’Alle- 
magne, donnent le ton de cette Biennale. La 
Suisse offre un panorama assez complet 
de sa peinture abstraite, faisant suite a l’ex- 
position de sculpture de 1956. Panorama as- 
sorti d’un large choix d’ceuvres de Max Bill. 
La Belgique, plus écléctique, rassemble, au- 
tour d’une rétrospective (excellente) de 
Brusselmans, un certain nombre d’artistes trés 
divers, d’ou émergent les sculptures baroques 
de Roel d’Haese et les dessins de Lismonde. 
La Hollande fut avec «Cobra» a la téte d’une 
renaissance expressionniste. En dehors donc 
de Cobra chez les jeunes et du néoplasticisme 
chez les anciens, point de salut. Aussi la tache 
des organisateurs était-elle particuliérement 
difficile cette année. On a vidé les fonds de 
tiroir. L’Angleterre fidéle 4 sa formule «peu 
d’artistes et beaucoup d’ceuvres» présentait 
des peintures et des gravures d’Hayter, des 
toiles de Scott et des sculptures d’Armitage. 
Les toiles d’Hayter, malgré une considérable 
évolution sont loin d’atteindre le raffinement, 
la maitrise et la poésie de ses eaux-fortes. 
Scott fait de la bonme peinture et Armitage 
consolide définitivement le mythe de la 
sculpture anglaise. La postérité de Moore 
s’accroit dangereusement: elle est devenue 
un excellent produit d’exportation, dont les 
traces retrouvent aussi bien chez le yougo- 
slave Drago Trsar que chez l’allemand Koenig. 


Si nous soulignons la tendance de certains 
yougoslaves a la non-figuration (le «roman- 
tique antifiguratif» Edo Murtic), et la rétros- 
pective Klimt au pavillon autrichien, nous 
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regret, le reproche d’omission et terminer ce 
tour d’horizon par les deux présentations 


nationales les plus actuelles, celles des USA © 


et de l’Espagne. 


Le: 
En fixant son choix sur Rothko et Tobey, 


Amérique nous présente les deux plus 
hautes illustrations de ce courant mystique 
et spirituel qui innerve l’un des péles de sq 


démarche abstraite, Rien de plus éloigné de 


la violence brute du geste physiyue que cette 
peinture qui appréhende l’étendue dans ga 


pourrons encourir pour le reste, sans trop de © 


totalité, avec ses mystéres et ses secrets. Le | 


second grand prix de peinture décerné a To- 
bey vient a juste titre récompenser une 
ceuvre dont la portée ne cesse de s’afirmer. 
L’excellente sélection opérée par les organi- 
sateurs permet d’en apprécier le développe- 
ment et la cohérence: cet ensemble de grande 
qualité est la meilleure réponse que |’auteur 
puisse donner a ceux qu’il dérouta par sa 
série de Space Rituals (peintures calligra- 
phiques 4 l’encre de chine éxécutées en 1957). 

Rothko, ce poéte mystique de la lumiére 
est aussi un maitre a4 penser: il nous révéle la 
nature essentiellement mystique de l'art ab- 
strait, ses exigences métaphysiques, et cela 
en dépit d’une longue désaffection du concept 
formel de sacralisation. L’espace de Rothko 
contient toutes les justifications d’un recours 
a la transcendance: il teémoigne de la perma- 
nence dans |’étre d’une spiritualité diffuse, 
seul et vrai sens du sacré. C’est a lui qu’au- 
rait di étre décerné le prix d’art sacré nou- 
vellement instituté 4 la Biennale. 

Les deux sculpteurs, Lipton et Smith me 
paraissent d’un tout autre niveau. Les formes 
organiques de Lipton ne me touchent guére, 
si ce n’est par la sireté de métier qu’elles 
impliquent. Smith est plus riche d’enseigne- 
ments sociologiques: on percoit dans son 
ceuvre l’exaltation d’un humanisme transce- 
dant la mécanique, une sorte de prométhé- 
isme de la machine agricole. Tout un fais- 
ceau de préoccupations qu’un Stankiewicz 
partage avec lui, Faut-il voir l’amorce d’un 
courant? 

La rentrée en scéne de l’Espagne est spec- 
taculaire. Elle posséde en Chillida un nou- 
veau Gonzalés, un poéte lyrique du fer qu'il 
assouplit jusqu’éa plus complet diffusion spa- 
tiale. Les aventures individuelles de Tapiés, 
Saura, Feito, les placent au premier rang de 
nos défricheurs d’espace. Rarement le prob- 
léme de la spatialité du geste pictural aura 
été posé avec une telle authenticité, au cours 
de démarches aussi diverses d’apparence. Et 
le contexte est riche de possibilités provisoi- 
rement moins abouties: Canogar, Millares, 
Vela, Tharrats, et surtout Cuixart. 

D’autres palmarés internationaux, a Venise 
et ailleurs, bénéficiant d’un nombre supéri- 
eur de vedettes, ont brillé d’un éclat plus vif. 
Mais de cette Biennale de transition, nous 
retirons un profit précieux et rare: une 
ouverture sur le futur. 
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Zur XXIX. Biennale 


Die XXIX. Biennale hat sich selbst ihr 
MaB gegeben. Es verpflichtet den Betrachter- 
Kritiker — wenn er sich verpflichtet fihlt. 
Niemand zwingt ihn dazu, wenn nicht er selbst 
und die Werke. Es liegt in seinem n, 
welchen MaBstab er anlegen will: jenen, den 
die Bilder verlangen und aus eigenem Recht 
peanspruchen, oder den anderen, den der Kri- 
tiker aus eingenem Recht beansprucht und 


’ yon den Bildern verlagt. Das heiGt: der Kri- 


tiker ist Zensor oder Begleiter, er urteilt von 
innen oder von oben her, er ist GroBsiegel- 
bewahrer ewigen oder Mit-Entdecker, Chro- 
nist neuen Geschehens. Er muB sich nur ent- 
scheiden. Die XXIX.Biennale macht es ihm 
leicht: zu deutlich ist das neue Ma8 markiert 


' und damit auch die Gefahr, mit dem alten den 


neuen Werken nicht gerecht zu werden. 


Vom neuen Maf 


Der neue Ma8stab ist noch nicht perfekt 
und vollstandig, vor allem — er ist noch nicht 
erhartet, noch kein Kanon. Er entspricht 
mehr einer Tendenz, einer Linie, deren Ende 
noch nicht abzusehen ist, die bei Kandinsky 
beginnt und zu Wols fiihrt — zwei wesent- 
liche Punkte, die Richtung und groBe modo 
Skala angeben. Doch Kandinsky und Wols 
sind einzuschranken. 

Es handelt sich um den «friihen» Kandinsky 
(fast 30 Werke bis zum Jahre 1914 aus der 
Miinchner Gabriele-Miinter-Stiftung sind im 
deutschen Pavillon ausgestellt), um jene Kan- 
dinsky also, der «aus der Form keine Gott- 
heit macht», der fiihlt, «daB der innere Wunsch 
(—Inhalt) das Formeile gebieterisch bestimmt», 
der sich enschlossen hat, «die Kunstfrage aus- 
schlieBlich auf der Basis der inneren Notwen- 
digkeit zu lésen, welche saémtliche bekannte 
Regeln und Grenzen in jedem Augenblick um- 
zuwerfen im Stande war» — der Kandinsky 
also, der sich der «groBen Freiheit» gegen- 
iiber sieht, «die manchem grenzenlos erscheint 
und den Geist hérbar macht», der noch nicht 
von ihr erschreckt die Geister, die er be- 
schwor, durch geometrisierende Normen und 
Regeln bannte, sondern sich ihnen mit Haut 
und Haaren aussetzte. 


Und es handelt sich um den «spiten» Wols 
(ungefahr 70 Nummern, die Umbro Apollonio 
einmalig von Sammlern und Handlern beider 
Welten zusammenbrachte und mit einer klu- 
gen Einfiihrung begleitete), um den Wols der 
vierziger Jahre, der sich von fremden Ein- 
flissen befreit hat von Reminiszenzen an Klee, 
den «spiten» Kandinsky, von surrealistischen 
Einfliisterungen und dinglicher Bedrangnis; 
um den «gediachtnislosen» Wols, der ganz auf 
sich hért, der mit traumwandlerischer Sicher- 
heit iiber Farben, Linien und Graphismen 
verfiigt, iiber eine seltsam flieBende und pa- 
stos strukturierende Technik und dem diese 
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materielle Autonomie als Vehikel der «inne- 
ren Sicherheit» dient — nicht im Sinne einer 
kategorisch-imperativen Pflicht noch eines 
ethisch-politischen Engagements, sondern in 
tieferen Schichten als Zwang und Ergebnis 
von Strémungen und Gegenstrémungen, die 
das unerschépfliche Reservoir alles Geistigen 
sind. Das Malen wird dadurch weniger Aktion 
als Meditation, Sichtbarmachen unbestimm- 
barer, unennbarer und ausschlieBlich male- 
risch zu fassender Themen. 


Die Unterschiede zwischen beiden sind 
hauptsachlich chronologischer Natur: Kan- 
dinsky kam vom Jugendstil und der russi- 
schen Farbmystik her, Wols fand schon die 
sensibilisierten Téne eines Klee, den surreali- 
stischen Automatismus vor — doch beide hat- 
ten wiederum, jeder fiir sich, die ureigene 
Revolution durchzukémpfen: Kandinsky ge- 
gen die Sklaverei des Figiirlichen, Wols gegen 
die Sklaverei des Geometrischen im Abstrak- 
ten, das zur Macht nicht zuletzt durch den 
«spaten» Kandinsky gekommen war, bis sie 
zu einer unabhangigen, nur sich selbst ver- 
pflichteten Gestaltung gelangten. Auf diesem 
Wege brachen bei Kandinsky noch figiirliche 
und literarische Relikte durch und Wols blieb 
nicht selten halbwegs stehen, bei den «taches», 
bei Bildern, bei denen die materiellen Ele- 
mente nur die eigene Unabhiangigkeit betonen 
und sich nicht zu einer neuartigen «Bedeu- 
tung», zu einem Signifiant, zu einem Zei- 
chen, zu einem «Bilde» des Unsagbaren zu- 
sammenziehen. Nur da, wo die Werke, die ihre 
Intention in sich tragen, ihre Absicht ganz 
erreichen, wo also aus den Malelementen eine 
Gestalt wachst, kann von héchster Qualitat 
gesprochen werden — sie ist auf der Biennale 
an vielen Beispielen zu erkennen — nur sie 
gibt die Linie des MaBes. 


Sie wird verlangert, gestiitzt und bestatigt 
durch die Bilder Mark Tobeys (in amerika- 
nischen Pavillon). Auch er — generations- 
maBig zwischen Kandinsky und Wols — opo- 
niert gegen den Zwang der «auSeren, der ob- 
jektiven Welt der Formen», er setzt ihr die 
«innere, in der die ganze Wahrheit beschlos- 
sen ist», entgegen, das «Suchen, das der ein- 
zig giiltige Ausdruck des Geistigen ist». Er 
iibersetzt es oder es iibersetzt sich seit den 
dreiBiger Jahren, dem Beginn seiner «White 
Writings», durch die seismographische Nadel 
der Hand, durch feine weiBe Linien, die in 
sich kaum moduliert und modifiziert die 
Bildflache iiberziehen und sich zu einem un- 
entwirrbaren Gespinst nicht mehr identifizier- 
barer lichter Spuren zusammenschieben. We- 
sentlich dingferner und zugleich auch vorder- 
griindiger als Kandinsky und Wols verzichtet 
Tobey fast garz auf Farben, beherrschende 
Formen, betonte Graphismen, auf faBbare 
Rhythmen — auf malerische Anreicherung; 
der uniiberschaubaren Fiille des endothym 
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Bewegten wird keine Deutung durch Konzen- 
tration zu einem Zeichen zugemutet, und 
trotzdem und gerade dadurch entsehen so et- 
was wie niichterne, unpathetische Strukturen 
der menschlichen Welt oder einer Welt hinter 
dem Menschen vor ihrer Ordnung, gleichsam 
in und durch die Niederschrift erkaltete Ner- 
venstringe des Unsichtbaren. 


In den Werken von Kandinsky, Wols und 
Tobey muB sich allen zeitlichen und indivi- 
duellen Unterschieden zum Trotz das neue 
MaB einheitlich und exemplarisch zu erken- 
nen geben, soll es als Skala gelten: die Bil- 
der sind nicht vor allem schéne Objekte, De- 
korationsstiicke unverbindlichen Inhalts, ge- 
schaffen aus einem Akt des Aesthetisierens, 
das heiBt des Abwadgens mehr oder weniger 
offener oder versteckter Harmonien —es sind 
Manifestationen bildhafter Art, in denen das 
Material bezwungen und unterworfen wurde, 
sich dem Ausdrucksverlangen der Kiinstler 
und ihrer Zeit unterzuordnen. Statt Variation 
und Kepetition bekannter Formen und «Ideen» 
wird das Malen durch das Mittel des Bildes 
Erkundung und Kunde, Erobern und Sinn- 
geben des Unbekannten, Besitzanspruch ge- 
ahnter Raume, Meilen iiber unserer Haut oder 
Milimeter unter ihr. Damit ist es von einer 
idealen Betadtigung im Dienste des Schénen 
und Erhabenen, von einer menschlichen Recht- 
fertigung der chaotischen Schépfung zur 
Schépfung selbst, zu einer existentiellen Ma- 
nifestation des integralen Menschen, des phy- 
sischen, psychischen und metaphysischen ge- 
worden. 


Damit aber das Malen als kreativer Akt — 
«événement» wiirde ein Franzose sagen — 
dahin gelangt, muB es vorher den Nullpunkt 
passieren. Er ist nicht zu erreichen durch Ad- 
dition friiherer und neuerer Faktoren, oder 
gar durch manipulierte Substraktion, denn 
die «Gedachtnislosigkeit» ist nur zu gewin- 
nen, indem friihere Ideen, die Malflache und 
ihre Elemente von Grund auf zerstért werden 
(Kandinsky den Jugendstil und den Gegen- 
stand, Wols den Gegenstand und Klee, Tobey 
die ostasiatische Metapher). Die Maler wuB- 
ten konkret, was sie zu zerstéren hatten und 
gingen konsequent bis ans Ende, zuweilen 
malgré eux — im allgemeinen wie auch in je- 
dem einzelnen Bild. 


Piero Pompiero dagegen zerstért nicht; er 
hat zu groBe Erfurcht vor dem eigenen Werk. 
Unternimmt er es ausnahmsweise — er hat 
davon gehért, da8B man dergleichen tut —, ist 
er zaghaft und unsicher, was, warum und 
woraufhin er zerstéren soll, und «reizende>» 
Zwischenprodukte werden zu Endergebnissen. 
Im Gegensatz dazu Wols: er gelangt bis zum 
Nullpunkt der Gedichtnislosigkeit, bis zu 
einer total zersetzten und zerflossenen Mal- 
materie und greift dann in einem bestimmten 
Moment ein und stabilisiert, wohl kaum eine 
«Komposition» oder einen Ausgleich, eher ein 
Kontradiktorium von Antimalerei und Malerei, 
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von Zufall und Lenkung, von Ungestalt ung 
Gestalt — auf jeden Fall ein «Bild» und keip 
Ab-Bild, ein Gebilde, das nur sich selbst re. 
prisentiert und zugleich durch seine gei 

bestimmte Unbestimmbarkeit tiber sich selbs 
hinaus weist. Ein ProzeB also, der nicht e 
nihilo fiihrt, vielmehr von Null (erreicht durch 
die Destruktion) zu einem Kommuniskations. 
moment (man kann vielleicht auch von einem 
poetischen Moment sprechen), das jenseits der 
rein materiellen malerischen Gestaltung liegt 


Malweise und Malrichtung, das aktive und 
passive Malverhalten bestimmen das neve 
MaB; es ist eine Tendenz, die sich in Bildem 
realisiert — kein Kanon und keine Norm. 


Vom Un-MaB 


Ein MaB aufstellen bedeutet auch ein Un- 
MaB8B konstatieren, Unzulangliches, Zu-kurz- 
Geratenes ausscheiden. Ein MaB ist zum Mes- 
sen da — unerbittlich; es ist exklusiv und po- 
lemisch und 148t kein Sowohl-als-auch zu. 


Es ist ebensowenig ein indischer Bambus- 
stab, der, wird nur die rechte Zauberforme 
exekutiert, ausgenblicksschnell in den Him- 
mel wiachst. Noch weniger ist es ein Rezept, 
das wagbare Quantitadten angibt — selbst bei 
Backpulver und Hustensaft kommt es nicht 
allein auf Quent und Lot an, sondern auch 
auf den inneren Gehalt; bei der Kunst zumal. 
Trotzdem sind die Nachlaufer, die Modernen 
und Modernisten, zur Stelle und kopieren den 
ausseren Schein: Farbmengen und -gemeng- 
sel, Pinsel- und Kopfhaltung. Die Schwarme 
dieser emsigen Bienen und Drohnen sind heute 
dichter als je, denn selbst sie haben die Aus- 
weglosigkeit der «modernen», der sogennann- 
ten abstrakten Kunst, die Abniitzung ihrer 
Formen, die Unverbindlichkeit des Spiels, also 
auch die Notwendigkeit einer Erneuerung ge- 
spiirt. Das Vorbild von Kandinsky und Wols, 
von Tobey, Hartung, Mathieu und Dubuffet 
— um nur einige Namen zu nennen — scheint 
ihnen die Freiheit geschenkt zu haben, die 
Freiheit von den klassischen geometrisieren- 
den Formen, die sie bisher in _lustlosen 
Puzzlespielen variierten — und jetzt jubeln 
sie mit Pinseln, schreiben mit Farben, medi- 
tieren mit Asphalt, experimentieren, indem 
sie kratzen und schaben, transzendieren mit 
Léchern. Freiheit, gewiss! Wovon, ist klar. 
Wofiir? — nicht daran riihren! Es gibt ja 
Beispiele. Gerade die tastenden Versuche, je- 
ne Bilder, die nicht bis zur letzten Gestaltung, 
zur «forme transcendée» geronnen sind, die- 
nen als Vor-Bild — so ist es leichter, ver- 
pflichtet schlieBlich zu nichts, Freiheit um je- 
den Preis: unter Chaotischem versteckt sich 
kiinstlerische Impotenz. Die Bilder sind spek- 
takular, sie tun dem Auge nicht weh und 
fiigen sich gut in jedes moderne Ambiente 
(zurnal mit Goldrahmen); sie scheinen modern, 
weil sie nicht alt sind, tiefsinnig, dunkel, be- 
deutend, weil in ihnen keine Bedeutung 2 
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erkennen ist. Sie finden ihre Verehrer, ihre 
Kaufer, ihre Panegyriker und ihre nickenden 
Juroren. 

ist «Donna in tempestate» von Piero 
Pompieri. 195X130; 120 Punkte. Der Maler 
ware am liebsten aufs Doppelte gegangen, 
hatte der Kunsthandler aus Verkaufsgriinden 
kein Veto eingelegt. Pompieri braucht riesige 
Flachen, um sich auszutoben, um fiir den 
Schwung der Arme Platz zu haben, um alle 


» Autolackspritzer, Graphismen, Gebirge und 
» Schluchten aus Sand, Scherben und Schaum- 


i unterzubringen. Natiirlich fehlen auch 


» die Lécher nicht — sie entsprechen in ihren 
" dunklen Effekten den Reizen alter und neu- 


’ artiger, auf jeden Fall auBermalerischer Ma- 


terialien: Zeitungsfetzen, Fournierhélzern, 
LumpenfuBballen Sechsjahriger, Strohhalmen, 


' natiirlicher und synthetischer. In der neuen 


' Freiheit der Willkiir ist alles méglich und er- 
’ wiinscht, um die langweilig und lahm gewor- 
' dene Malerei mit Materialprothesen wieder 
. marschfahig zu machen. Es ist erlaubt, was 
' gefallt, und es gefallt alles. Es mu8 nur deut- 


lich und kraftvoll dastehen. Und da Piero 
Pompieri ein Kerl ist, ein Kerl unserer Tage, 
warum sollte es ihm nicht gelingen? Wie ein 


' Athlet stemmt er die Gewichte der Komple- 


mentarfarben, schleudert er die dynamischen 
Drahtseile, wirbelt er die Saltomortales der 


' Graphismen. Das wuchtet durch das Bild in 


wilden blutigen oder atmospharischen Stiir- 
men, das tiirmt sich zu nackten Stalaktiten 
und schaumt in Strudeln. Und plétzlich — 
fir den — der dergleichen zu sehen versteht 
— tauchten seltsam stille Strukturen der Ma- 
terie auf, kleine wie hingewischte Kratzer, 
Springe in Haut und Fleisch; Schraffuren 
und Linien werden zu Niederschriften inne- 
rer Erschiitterungen, und Zeichen zu Spuren 
dunkler Welten — Zeichen, die den Maler 
erregt, denn er ist ein Mensch seiner Zeit 
und auf alle fortschrittlichen Kunstreviien 
abonniert: in einer hat er das «Zeichen» ge- 
funden und sofort seine aktuelle Transzen- 
denz erkannt und es deshalb eingesetzt. Trotz- 
dem aber ist das Bild ganz diesseitig geblie- 
ben: fast mit den Handen ist der angstvoll 
wehende Rock jener «Frau im Orkan» zu 
greifen, es stieren ihre Augen und um einen 
Sog von Schirokko sind ihre gelblichen Hande 
gekrampft. Dabei —- das ist das Erschreckende 
- handelt es sich nicht allein um das Drama 
jener vereinzelten Frau, sondern um unser 
aller Pein und Ausgesetztsein, die wir unsere 


} Mitte verloren haben. Der Betrachter-Kriti- 


ker, der vor das Bild tritt, ist iiberwltigt. 


Gliicklicherweise existiert der Maler Pierc 
Pompieri nicht, sein Bild aber ist in vielen 
Varianten auf der Biennale zu sehen, wenn 
auch nicht in dieser Konzentration. Es ist 
Ergebnis des «Rezepts», das zur Kraftmeierei 
anleitet, zur Athletik des Handgelenks und 
des Atems, zum Balanze-Akt des Tachismus 
und fiihrt zum «Akademismus des Chaoti- 
schen». Aber verachten wir die Piero Pompie- 


ris nicht! Es gibt keinen Weizen ohne Spreu, 
das Gute nicht ohne das MittelmaBige. Das 
Beste ist nur, weil das Gute so selten ist. Die 
Kunstspreu, die einer Epoche als Humus und 
Diinger dient, zeigt kontradiktorisch Sinn und 
Unsinn des kiinstlerischen Bemiihens einer 
Zeit. Und so kann es nicht anders sein, da8 
auch auf der XXIX. Biennale die Spreu zah- 
lenmaBig vorherrscht; zum Gliick aber — es 
kann nicht oft genug betont werden — gibt 
sie sich selbst auch das MaB des Originalen 
und Giiltigen. 


Es bezieht sich auf das Aktiv-Abstrakte, 
das Figurative ist ihm kaum entsprechend. 
Selbst ein Braque (in seiner Retrospektiven) 
wirkt heute erschreckend fahl und museal, 
obwohl einige Stilleben der zwanziger Jahre 
delikat und sensibel in fein abgestuften Farb- 
werten dahinddmmern Bilder wie vor 
Jahrhunderten gemalt, «Klassiker mit ewigem 
Gehalt», die uns aktuell kaum bewegen, zu- 
mal sie ungliicklicherweise Wand an Wand, 
dicht neben den erregenden Bildern von Wols 
hangen. Dessen Werke sind es ja, jene Kan- 
dinskys und einiger anderer und nicht die 
pompierhaften Bilder der Piero Pompieri, die 
mit ihrer geistigen Agressivitat den ausgewo- 
genen Braque iiberténen und den idyllischen 
Campigli, dessen primitivisierende Genre-Bil- 
der, beschrankt und vollkommen in ihren 
asthetischen Absichten, in einer anderen Re- 
trospektiven vereinigt sind. 


Das wenige Gegenstandliche, das sich sonst 
noch auBerhalb der Ostblock-Pavillons her- 
vorwagt, ist eine zum Teil geschmackvolle 
Abwandlung und Wiederholung bis zum 
UebermaB bekannter Themen und Konstel- 
lationen. Allein der jugoslawische Pavillon 
bietet eine Ueberraschung, die Bilder des 
Gabrijel Stupica. Er zeigt ein «Selbstbildnis 
mit Kind»; vor sich auf der Brust halt der 
Maler eine herzférmige Palette. Als Symbol 
gewiB nicht sehr originell, doch trifft es hier 
den Kern: die Farbe liegt ihm am Herzen, 
durch sie verzaubert er die Welt und macht 
sie zu seiner eigenen. Farbe bildet die Men- 
schen und Dinge, die undefinierbaren Hinter- 
griinde, aus denen sie hervortreten zu einem 
Leben, das wiederum nur Farbe ist. Alltag- 
liche Objekte, Backsteine, Spielzeuge verlie- 
ren durch die Farbe ihre kommune Gegen- 
standlichkeit und sind reine Poesie geworden. 


Es ist ein Irrtum: die figurative Malerei ist 
nicht tot — es fehlen nur die Kiinstler, die 
die Dinge als Maler original zu sehen verste- 
hen; Stupica ist einer von ihnen. Die Piero 
Pompieris sollten bei ihm in die Lehre gehen: 
40 Quadratzentimeter seiner «Puppe mit 
Spielzeug» wiegen gewichtiger als 120 Punkte 
«Frau im Orkan». 


Es ist schwer zu sagen, ob an dieser Stelle, 
an der iiber figurative Malerei gesprochen 
wird, von Julius Bissier (im deutschen Pavil- 
lon) zu reden ist oder dort, wo die neue Ab- 
straktion behandelt wird. Denn gerade durch 
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das Ambivalente, das Nicht-mehr-ganz-Figu- 
rative und Noch-nicht-ganz-Abstrakte ist die 
Eigenart des Malers oder besser Tuschzeich- 
ners Bissier bestimmt. Es ist kaum ein Dut- 
zend Gegenstinde, die den Fiinfundsechzig- 
jahrigen seit einem Menschenalter beschaf- 
tigen. Mit der ergebenen Geduld eines chine- 
sischen Philosophen, mit geschmeidigen Sei- 
den- und widerspenstigen Borstenpinseln, 
mit tiefschwarzen und grauen Tuschen geht 
er den Gegenstanden zu Leibe, immer wieder 
versucht er sich an ihnen, bis sie iibertragen 
auf die Flache des Papiers, ihr letztes herge- 
geben haben, bis sie entgegenstaindlicht sind 
zu traumhaften Ziigen, in denen der Mensch 
sich selbst begegnet. Es mag sein, daB die 
Wande und Réume des Pavillons zu groB fiir 
die Zeichnungen Bissiers sind — er sucht die 
Stille und erschlieBt sich nur in ihr. Aber mit 
Bissier und Stupica sind die Stacheldrihte 
des Un-MaBes iibersprungen. 


Von Strukturen und Zeichen 


Es ist weder Bosheit noch Zufall, daB jener 
imagindre Maler Piero Pompieri einen italie- 
nischen Namen tragt; er fiihrt ihn aus stati- 
stischer Gerechtigkeit, denn die Italiener sind 
in der Majoritat — wenn auch nicht in so 
groBGer wie in friiheren Jahren — und unter 
ihnen natiirlicherweise hier wie iiberall die 
Pompieris. Umso erfreulicher ist es dann, un- 
ter den Italienern den dreiGigjaihrigen Achille 
Perilli zu entdecken. 


Zwei seiner groBformatigen Bilder heiBen 
«Diagramma della realta ultima» und «Viaggo 
dal cuore delle cose» — sophistizierende und 
pathetische Anspielungen litterarischer Art. 
In der Tat, Perilli ist auch Literat: er sieht 
sich in der Welt um, kennt seinen Dubuffet, 
er reflecktiert und unterrichtet sich iiber 
Probleme nicht nur der Malerei, er schreibt 
dariiber klar und iiberzeugend — aber das 
alles ist, wenn er malend vor seinen Lein- 
wanden steht, in Regionen versunken, die 
vielleicht die Hand noch mitwirkend bewegen, 
den Kopf aber nicht mehr beherrschen. Was 
da entsteht — mag dann auch der Titel lau- 
ten, wie er will, ironisch oder ernst gemeint 
sein —, sind Gesten, Figurationen, Anspie- 
lungen, die irgendwoher aus dem Dunkeln 
kommen und ins Dunkle gehen, voller Bedeu- 
tung, aber ohne rationalen Sinn und Zweck. 
Zeichnen ,scheinbar unverbindlich und spie- 
lerisch auf die hellen und erdigen Griinde 
aufgetragen und eingekerbt, streben in das 
«Herz der Dinge», sie «reisen» — sie begnii- 
gen sich nicht in Asthetischer Selbstgefallig- 
keit mit ihrem formalen Sein. 


Wie Perilli hat auch der Spanier Antonio 
Tapies den Nullpunkt der Gedachtnislosigkeit 
passiert — er vielleicht meditativer, weniger 
intellektuell und vehement, mehr vom Fleisch 
und der Farbe her, unmittelbarer. Auch Ta- 
pies, der schon die Biennale 56 mit 3 und 
diesmal mit 15 Bildern animierte, hat sich 
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durch die Zerstérung das notwendige Mate. 
rial fiir sein Ausdrucksverlangen geschaffen 
so daB er jetzt malen kann, als habe noch 
keiner vor ihm gemalt. Er greift in den Lehn 
der Schépfung — die Metapher liegt nahe 
obwohl der Stoff ein neuartiges synthetische; 
Material ist, Abspaltung komplizierter fabri. 
katorischer Prozesse. Dieser Gegensatz gibt 
den Werken Tapies’ eine ihrer stirkste, 
Spannnungen: die Prasenz des Gegenwirti- 
gen, die die Zerstérung in sich schlieSt, und 
urspriingliche Formung. Im «Lehm» bilde 
sich Spriinge, Strukturen, Wellen, Rillen — 
Schlupfwinkel des Geistes. Denn iiber die 
Oberflachen ist nicht Wind noch Regen hin- 
weggegangen, sondern die Hand, die etwas 
Namenloses geformt hat in Raum und Zeit, 
selbst Raum und Zeit, wo sie ans Nada gren- 
zen. Mit geringen Mitteln ist GroBes erreicht: 
im «monochromen» Grau (léBartig einmal, 
schiefrig und karstig in anderen Bildern), 
glimmen seltene Téne der Palette auf, ver- 
schiedene Griin und Violett, Gelb und Braun 
— keine materiell faBbare Farben, die aufge 
setzt sind —, sie nisten, man kann nicht sa- 
gen wo, zwischen Leinwand und Oberfliachen- 
haut und machen das Stoffliche transparent. 
So malt nur ein Spanier — so hat El Greco 
den heiligen Franziskus in der Brera gemalt: 
grau in grau und trotzdem mit der schillern- 
den Kostbarkeit einer Muschel. 


Es ist sicher kein Zufall, daB alle Maler des 
Aktiv-Abstrakten vor allem Maler sind. Ihnen 
liegt die Farbe gleichsam im Blut; sie haben 
zu ihr eine intime, ja imstinktive Beziehung 
und holen aus ihrer Materie — sei es, daB sie 
in mittelalterlicher Weise die Farbe selbst an- 
reiben oder ganz neuartige chemische Stoffe 
benutzen — mit einfachsten und raffinierte- 
sten Mitteln letzte Méglichkeiten in einer 
Weise, die rational mit den bewdhrten Regeln 
nicht mehr zu erkldren noch zu fassen ist: 
an einer Stelle, einem neuralgischen Punkt, 
der sich durch sich selbst bestimmt, taucht 
zum Beispiel ein griinliches Blau auf, das 
«keine Berechtigung hat», ohne Sinn scheint, 
und doch gerade nur dort und nur so, wie és 
ist, sein muB, um das Einzelne zum Ganzen 
zu zwingen. Die «Peinture», die jeden Fein- 
schmecker begeistern kann, ist nicht um ih- 
rer selbst willen da, um sich in gefalligen 
asthetischen Reizen zu erfiillen, sie dient dem 
Bild, dem es vom Material her iiber das Ma- 
terielle hinaus den bildhaften AnstoB gab — 
Farbe als geistiger Werkstoff. 


Auch Antonio Saura, ein anderer Spanier, § 
ist Maler, ein Maler der Grauténe wie Tapies. 
Wahrend es diesem aber um die von innen 
her leuchtende Reihe der Meditation geht, 
sind fiir Saura die Grau Vehikel einer vehe- 
menten Expressivitat. Er malt, wie er selbst 
sagt, «mit Schwarz und Wei8, um andere 
Probleme zu vermeiden», er wiirde jeden 
Stoff nehmen, nur um sich ausdriicken kén- 
nen, selbst Lehm und Schlamm und ohne an- 
dere Mittel wiirde er «Wande durchbohren, 
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einfach schreien» oder «Chewing-Gum kauen». 
So tibermachtig wirkt in ihm der «Paroxis- 
mus der Arbeit, die Ekstase der Aktion». Es 
sind groBe Worte, die der krankliche Saura 
schreibt. GewiB, Ausspriiche der Kiinstler 
sind mit Skepsis hinzunehmen, aber Saura 
realisiert, was er fiihlt und sich vornimmt. 


| gr wirft sich bis iber den Kopf in die Lein- 


wande: ihn treibt die primitive Lust zu bau- 
en, zu zerstéren und wieder zu bauen, sich 
selbst zu behaupten und zu beweisen. Sein 
«dramatischer Expressionismus», wie in der 
Katalog definiert, wird von der Notwendig- 
keit gestoBen und geformt, an einer realidad 
total teilzuhaben. 


Die pure Malerei ist auch das Medium des 


| amerikaners Mark Rothko — allerdings ohne 
| jede Geste oder Bewegung, fast méchte man 
» sagen, ohne persénlichen Anspruch emotiona- 
ler Selbstbehauptung, freilich auch ohne lyri- 
' schen Glanz. Die Bilder sind nur noch gro8e, 


drei- oder vierfach waagrecht gegliederte 


) Farbfelder. (Exemplarischer sind jene 5 Werke 


der in Mailand gezeigten Ausstellung «The 
New American Painting»; sie sind variabler 


' ausgewahlt und weiter gehangt, sodaB jedes 


einzelne im Ganzen seine Eigenart besser be- 
hauptet.) Diesen Farbblécken sieht sich der 
Betrachter gegeniibergestellt; da sind «Erin- 
nerungen, Geschichte und Geometrie ausge- 
schaltet, Widerstande zwischen dem Maler 
und seiner Idee, zwischen der Idee und dem 
Betrachter», wie Rothko sagt. Nichts anderes 
bleibt als Farbquantitaéten und -qualitaten — 
sie sind nicht mehr meGBbar und wagbar, die 
Niancen kaum noch mit dem bloBen Auge 
wahrzunehmen, man spiirt sie nur noch mit 
den Nerven, die mit ihnen vibrieren. Die 


| Einsamkeit der Farbe erschlieBt solche Weiten, 


daB ein kunstfreundlicher Pradlat mit Recht 
und allen Ernstes, wenn auch erfolglos, vor- 
schlagen konnte, Rothko den Preis der «Ars 
liturgica» zuzusprechen. Gott in der Farbe — 
besser als in abgeschmackten Formen. 


Und wie werden sich die deutschen Aktiv- 
Abstrakten in solcher Nachbarschaft ausneh- 
men? — das war die Frage, die nicht nur den 


' deutschen Berichterstatter erregte. Einzeln 


hatten sie schon im Ausland ausgestellt und 
sich behauptet. Jetzt sollten sie gleichsam als 
Extrakt des neuen Kunstbemiihens ihres Lan- 
des neben dem jungen Kandinsky und zu- 
gleich neben denn Entschiedensten der neuen 
Malerei bestehen — die Konkurrenz mit den 
Pompieris interessiert keinen ernsthaften 
Kiinstler. Auch unter den Deutschen gibt es 
einige schwache, sehr schwache Stellen, doch 
die internationalen Kritiker, die zur Vernis- 
sage vereinigt waren, stimmten darin iiberein, 
daB die deutsche Reprasentation als Ganzes 
trotz der Schwachen die neue Malerei iiber- 
zeugend reprdsentiert und daB sie sich mit 
Recht auf den jungen Kandinsky im eigenen 
Pavillon und den Exildeutschen Wols berufen 
darf. Die Meinung der Kritiker hob aus der 
Gruppe — es war mehr eine Gesamtdarstel- 


lung als eine Individualisation geplant — die 
Bilder von K. R. Sonderborg, Emil Schuma- 
cher und Hans Platscheck hervor. Da sei 
Nachfolge und das nackte Experiment um des 
Experiments willen iiberwunden; jeder ein- 
zelne malt von sich aus und auf eigene Weise 
auf das zu Erforschende zu: Schumacher, in- 
dem er aus erdigen oder eisenhaltigen Griin- 
den Runen, Formen und Zeichen aufbrechen 
lasst, die ihre Bedeutung durch eine «unwahr- 
scheinliche»>, erregende Farbe erhalten; Plat- 
schek umgekehrt, indem er aus farbig glim- 
menden Griinden dunkle Figuren-Zeichen 
werden lasst, die nichts und alles sind, faB- 
bar-unfaBbar, und schlieBlich Sonderborg, 
dessen dynamische Wirbel, Spritzer und Bah- 
nen auBeres und inneres Tempo zugleich 
sind, aktives Handeln und iibermichtiges Mit- 
gerissenwerden, Psyche und Raum-Zeit, ma- 
teriell und immateriell. Nimmt man die drei 
als Vertreter der neuen deutschen Malerei — 
die Kritik hat es getan —, so schlieBt sie sich 
zum erstenmal seit langem wieder ebenbiirtig 
und eigenstandig dem kiinstlerischen Streben 
der Zeit an, das heute international einheitli- 
cher als je ist. 


Es ware ungerecht, diese Aufzihlung von 
Bildern, die in Venedig hervorstachen, zu 
schlieBen, ohne Emilio Vedova zu erwdhnen. 
GewiB, er war auf der Biennale 58 mit Bil- 
dern nicht vertreten, doch er war sehr per- 
sénlich anwesend und mehr als das: er lebt, 
er arbeitet in Venedig und seine Leinwinde 
geh6ren zur Stadt, ob sie eine Biennale feiert 
oder nicht. Wir sahen in seinem Studio letzte 
Arbeiten: der Raum, der spazio, von dem er 
immer spricht, den er meint, wenn er malt, 
redet oder i8t, der Raum des Bildes und der 
menschliche Raum, der vergangene, gegen- 
wartige und zukiinftige, wird auf der Lein- 
wand immer iiberzeugender und transparenter, 
die Ziige, Hiebe und sich bildenden Zeichen, 
zu denen sich jetzt auch die Farbe vollkom- 
men gefiigt hat, schaffen ihn durch ihre psy- 
chische Bewegung. 

Wenn von der Malerei des neuen MaBes ge- 
sprochen wird, muB Vedova genannt werden 
so gut wie die Prasenten und Nichtprasenten 
Mathieu, Serpan, Riopelle und Franz Kline. 


Die Plastik 


Ihr neues Ma8 wird nicht deutlich — auf 
der Biennale 56 sah man erregendere An- 
sitze. Diesmal mu8 man sich mit manchem 
Gutem und viel MittelmaBigem begniigen; 
nichts Ueberdurchschnittliches ist zu finden, 
nichts, in dem ein Leitbild zu erkennen ware. 
Natiirlich machen sich auch die Pompieris 
plastisch breit: sie schleudern imaginare Glie- 
der, blasen Muskeln auf, strauben Haare und 
verdrangen groBpurig und schlenkernd viel 
Luft und Raum. Aber je wichtiger sie tun, je 
weniger gewichtig sind sie. 

Zuriickhaltend, in einer eigenen Welt le- 
bend, die beiden «Alten», der (russische) Fran- 
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zose Antoine Pevsner und der Schweizer Max 
Bill, beide anerkannte Kiinstler. Von ihnen 
war keine Sensation zu erwarten, und sie war 
auch kaum Grund ihrer Beteiligung — es 
ging ihnen um die letzte offizielle und inter- 
nationale Bestatigung. Sie blieb dem einen 
wie dem anderen versagt. 


Beide gehéren sie einer vergangenen Gene- 
ration an. Mit aufgerollten Flachen, die sich 
verschlingen und durchdringen, deren Kriim- 
mungen und Windungen sich mathematisch 
nachweisen lassen und nicht selten wissen- 
schaftlichen Figuren dAhneln, suchen sie dem 
Problem der Kontinuitét von Raum und Zeit 
auf die Spur zu kommen — Bill nitichterner, 
«wissenschaftlicher», Pevsner vielfaltiger und 
romantischer. Beide haben sie den festen 
Glauben an die menschliche Ratio und nur an 
sie; daB dieser Glaube aber in manchen Wer- 
ken getéuscht wird und daB das MeSbare ins 
Inkommensurable umschlagt, macht sie zu 
Kunstwerken wider die urspriingliche und 
konsequente Absicht ihrer Schépfer. 


Pevsners und Bills Material ist Messing, po- 
liert oder briiniert (die kartonartigen Gips- 
modelle Bills negieren sich selbst). Metall, 
vor allem Eisen ist heute der beliebteste Roh- 
stoff fiir die Skulpturen, nachdem die Pla- 
stik die Materialexperimente aufgegeben zu 
haben scheint: es wird kaum noch mit Plexi- 
glas, bunten Driahten, transparenten Sdulen 
und kompliziert klingenden Ersatzstoffen ge- 
arbeitet. Auch die Calder-Epigonen haben ihre 
wippende und schlingernde Konkurrenz ein- 
gestellt. Keine Bewegung ist mehr zu sehen, 
schrankt und rhythmisiert sind. Stein ist fir 
solche Intentionen zu kompliziert, die Arbeit 
zu miihselig, die Umsetzung zu mittelbar, die 
Formung begrenzt. Und Holz ist selten, so 
selten wie sein Meister Etienne Martin, der 
es beherrscht und sich von ihm beherrschen 
lasst. Mit Eisen geht es umso besser: man 
kann es hdmmern, schweissen, biegen, schnei- 
den, schmieden, durchléchern, polychromie- 
ren, lackieren und die Schnitt- und 
SchweiBstellen geben krude, kraftvoll wir- 
kende Effekte ab. 


Eisen als Metapher zu nehmen, liegt nahe. 
Trotzdem wagt es nur einer, der Amerikaner 
David Smith, und er hat gleichzeitig den Mut, 
sich dariiber zu mockieren. Seine Figuren, die 
schén senkrecht in den Raum streben wie 
aufrechte Menschen, sind Persiflagen von 
Menschen oder Maschinen, Menschenmaschi- 
nen ohne erkennbare Funktion und Niitzlich- 
keit und erinnern — die Titel erinnern — an 
Totemsaulen. Maschinentotems? Ernst ge- 
meinte Persiflagen? Wird Smith aber seriés 
und dezent, so entsteht so etwas wie seine 
«Fifteen Planes» — 15 auf einem Doppelfu8 
schwebende viereckige Plane —, ein unver- 
bindliches, sich selbst geniigendes Raumspiel. 

Dariiber hinaus gelangt auch nicht der Spa- 
nier Eduardo Chillida trotz tieferer Absichten 
und sichtlich heiBen Bemiihens, das Material 
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zu tiberwinden. Er versucht durch Brech 
Gliederung und Rhythmisierung den Eisentej. 
len eine Ordnung zu geben, die nicht nur um 
ihrer selbst willen da ist, die tiber das «Lob 
mfcadnnnnaeneinensHdBaéstnnaarssher n se 
des Eisens» und das «Lob der Luft» hinays 
«Resonancias» — so einige seiner Tite] — 
Echo in nicht-eisenhaltigen Spharen findet 
Aber dazu sind die Proportionen zu iiber- 
hastet und effektsuchend gelagert, die Span- 
nungen zwischen Raum und Form verschwim- 
men — die Gebilde neutralisieren sich gleich- 
sam selbst durch ihre K6rperlichkeit. Chillida 
hat in jungen Jahren seinen GroBen Preis 
erhalten; hoffentlich hat er ihn mit dem mo- 
kanten Liacheln eines «unseridsen» David 
Smith hingenommen. 

Der deutsche Otto Herbert Hajek, noch jiin- 
ger als Chillida, iiberrascht und erschreckt 
durch die in sich geschlossene und patente 
Formkonzeption seiner wiederholten Raum- 
knoten. Man fragt sich, wie diese friihreife 
Perfektion wieder ins FlieBen geraten kann 
und wo Hajeks kiinftige Plastik ansetzen soll. 
Er hat nicht geringen Ehrgeiz; aber wird er 
ausreichen, um sich selbst und seine jetzige 
Vollkommenheit zu tiberwinden? 

Den Ehrgeiz hat dem Englander Kenneth 
Armitage der British Council abgenommen; 
er gehért zur Equipe dieser Institution, die 
es mit Klugheit verstanden hat, ihre Pflege- 
befohlenen zu férdern und zu lancieren. Mit 
Hennry Moore begann es, Butler und Chad- 
wick folgten, und jetzt ist Armitage an der 
Reihe. Die Werte, die der British Council ins 
internationale BewuBtsein bringt, lohnen, 
wenn auch unterschiedlichen Grades, immer 
die Miihe. 

Armitage halt sich ausschlieBlich an den 
menschlichen K6rper, trotzdem wire es un- 
gerecht zu behaupten, seine Plastiken seien 
figurativ. Er sucht das Volumen, die feste, 
handfeste Form — der Rumpf in seiner ge- 
drungenen Masse ist ihm die nachstliegende. 
Aus ihm lasst er wie Antennen, Fiihler und 
Greifer, Arme, Beine, Briiste, Képfe heraus- 
wachsen, die die Masse im Gleichgewicht hal- 
ten und im Raum verankern. Das Dingliche 
des Kérpers verschwindet; was bleibt, ist 
trotz seiner metallischen Starre etwas Leben- 
diges oder wenigstens der Embryo eines Wer- 
den. Herbert Read spricht von einem «sym- 
bolischen Vitalismus» und trifft damit trotz 
der wissenschaftlichen Verkleidung des Wor- 
tes genau das, wohin Armitage zielt. 

Der Belgier Roel D’Haese ware noch 2 
erwahnen mit seinen skurrilen Figuren, die 
unfigiirlich, doch romantisch und barock sich 
«Teufel», «Erzengel» und «O sole mio» nen- 
nen; aber dann hatte der Amerikaner Sey- 
mour Lipton das gleiche Recht genannt w 
werden, und iiber kurz oder lang waren wif 
bei Umberto Mastroianni, den groBen, unniit- 
zen Gesten und den groBen, ebenso unniitzen 
Preisen angelangt. 

Fortsetzung auf Seite 75 
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Wols: Nierendorf (1947) 


Seymour Lipton: Ancestor. Nickel-silver on 
monel metal. 8 fect tall 


Viani: Torso femminile (1954) 
Mastroianni: Annunciazione (1956) 


Signori: Maestrale — Mistral (1957) 


Armitage: Two seated figures (1957) 
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Tobey: Edge of August (1953). Casein 


and Mrs. Edgar F. Berman, Baltimore 


Collection of Dr. 


on composition board. 121.9 X 71.1 cm. 


Collection of the Museum of Modern Art, 


New York 
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Gerrit Benner: Composition w h Walte 
landscape (1956) 


; 
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K.R.H 
Riccardo Licata: Painting No. 1 John (1 
(1957) 


Platschy 
Grand ( 
Emil Schumacher: Minos (1957) Courtes 
Anselmino Collection Munich 


K.R. H. Sonderborg: Orme verso 
John (1958) 


Platscheck: 
Grand CalamarTrafiquant +1958) 


Courtesy Galerie Van de Loo, 
Munich 


Jose Guinovart: Taverna (1958) 


David Smith: 

Tank Totem V (1955—56) 
245.7 cm. high 

Property of the artist 


Antonio Tapies: Painting (1958) 
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sier: Tusche Painting 


Olga Jevric: Composition I 
(1956) 
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David smith: Australia (1951) 


Burri: Tutto bianco 
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Scanavino: Voci del silenzio (1958 


Murtic Ed 
Verticali spezzate (1957) 
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anuc Rivera: Sistema formale (1958). Wire and wire-mesh construction 


duarc» Chillida: Gesto (1957) 


Manessier: Painting (1952) 


Masson: Al disopra dello stagno (1957) 


Pevsner: Dynamic Construction (1957 


Arnal: 
Storia dell’ Aquila 
(1957) 
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Hayter: Action in two fields (1952—4). Engraving, 
soft ground etching, offset colour. 58.5 X 44 cm. 


Courtesy St. George’s Galiery, London 


Antonio Saura: Lola (1958) 


Kandinsky: Study for Campbell Il 
Fresco (1914) 
Courtesy Stadtische Galerie, Munich 
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Toti Scialoja: Meta bianco (1958) 


Gustav 
Danae 
Fritz B 
Collect 


Manlio Rho: 
Composition No. 15—1147 (1947) 


Max Bill: 
tite Unity 
8). Bronze. 
)X 117 cm. 
version of 
this wc k in stain- 
less sté won the 


First I 2rnational 


Sculpt' = Prize 

of the j}1 Sao Paulo 
Bienn: and is now 
in the o Paulo 
Muset of Modern 
Art. 


Gustav Klimt: 
Danae (1908) 
Fritz Bock 
Collection, Graz 


Left, 
Piero Dorazio: Sespetto di forma (1° 8) 


Bottom left, 
Modesto Cuixart: Bref Ouvert (1958 
Collection René Drouin, Paris 


Below, 
Wols: Composition — Manhattan (19 5) 
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Charleroi: 
«L’art du 
21éme siécle» 


On this and the following two 


pages we show the work of 


some of the Swiss artists 
represented in this international 


exhibition. 
(See also article by M. Bilcke) 


Fritz Glarner: Tondo No. 35 (1955). Oil I 50 

on composition board. Diameter 122 cm. 

Collection Lucien Lefébdvre-Foinet, Paris 

Photo Courtesy Galerie Louis Carré j Vera I 
B (1958). 
B 200X i 


Hansjérg Mattmiiller: Constellation °57 
Oil on canvas. 360 X 150 cm. 
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O. Koch: Sculpture (1957). Stone. 
50 X 43 cm. 


} Vera Faller: Mouvement rouge Hans Aeschbacher: Figur I 1958 
p (1958). Oil on canvas Red stone, 183 cm. high with base 
5 200 X 140 cm. 


Franz Fedier: Fundort (1958) 


Oil on canvas. 162 


x 130 cm. 


M. F. Husain: Nartaki Dancers 
Husain’s painting was included in 
the recent exhibition of work by 
7 contemporary Indian artists at the 
Gallery One, London. (See article by 
George Butcher, page 79) 


Hugo Weber: Costa Brava (158) 
Oil on canvas. 200 X 90 cm. 
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Henry Moore: Reclining Figure, 1957 
Courtesy Hanover Gallery, London 
(See article by George Butcher, page 81) 


Piaubert: Le Ciel est grand (1958) 
Oil on canvas. 195 & 130 cm. 


Duncan: Et ainsi de suite. Oil on canvas 
Included in the artist’s recent exhibition at 


73 X 60 cm. 
Galerie Creuzevault, Paris 
Inciuded in the artist’s recent exhibition at the 


Galleria del Cavallino, Venice 
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Barbara Hepworth: Figure, Requiem. W 


Max Walter Svanberg: The Vision Unveils Her Face 


Abo. : left: Portrait de Manet par lui-méme (or Manet @ la palette), painted in 1879. Above right: 
n au gilet rouge by Paul Cézanne, painted in 1890-95. These paintings are among the seven 


Gar, 
the Estate of the late Jakob Goldschmidt to be sold at Sotheby’s in London on October 15, 1958. 


fron 
65 
left: Femme debout dans le jardin de Bellevue, by Edouard Manet, painted in 1880. Below 


Belo 


righi 
of paintings from the Arnold Kirkeby Collection at the Parke-Bernet Galleries, New York, 


November 19, 1958. 


Mother and Child by Pablo Picasso, painted in 1903. Both works will be included in the sale 
on 


Jan Burssens: 

White Painting 

Eurssens’ work was widely 
exhibited in Belgium this 
past year. He will visit the 
United States shortly for an 
extended study tour. 


Theodore Brenson: Painting 23—57 


Exhibited this summer at the Galerie St-Laurent, Brus- 
sels, Galerie Haut Pavé, Paris, and Drian Gallery, London 
(See articles by M. Bilcke and George Butcher) 


Marthe Donas: Peinture 
Courtesy Galerie Au Cheval de Verre, 
Brussels. (See article by M. Bilcke) 


Francis Bacon: Landscape (1952). Included in the summer exhibition, ‘“Critic’s Choice”, at 
Arthur Tooth & Sons, London 
(See article by George Butcher, page 79.) Courtesy the Gallery and Graphis Press 
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Jacques 
Courtes} 
See arti 


Jelahaye: Personnage II 
Salerie Stadler 
e by Georges Limbour, page 101) 


Matisse: Venus a la coquille 
(1931). Bronze. 33 cm. high 
Courtesy Galerie Berggruen, Paris, 
where a number of hitherto un- 
known bronzes by Matisse were 
shown this summer. 


Arne Juhl-Jacobsen: 
Model in iron for a monu- 
ment at the Danish State 
Atomic Research Station 
Courtesy Galerie Hybler, 
Copenhagen 


Seymour Fogel: Sundance, 72 X 48 inches 
Included in the artist’s October exhibition 
at Knoedler & Co., New York 


Ilario Rossi: Nevicata (1958), oil 
(See article by Maurits Eilcke) 


Orix: Rupa (1958). Included in the artist’s exhibition at the Galerie Accent, Antwerp, 


earlier this year. 
(See also Pierre Restany’s remarks concerning this artist in his article 


on the Salon des Réalités Nouvelles, page 96.) 


Ferren: The Garden. Oil on canva 
1954. 60 X 86 inches 

Collection of the Whitney Museum 
74 American Art, New York 


John Ferren 


Ferren: Fire Vase. Oil on canvas, 1956 
Ferren: Tree Space. Oil on canvas, 1952 72 X 54 inches 
36 X 48 inches. Owned by the artist Courtesy the Stable Gallery, New York 
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Fortsetzung von Seite 42 
Wie auch immer, mehr oder weniger tber- 
geugend, die Skulpturen gingen darauf aus, 


den Raum zu okkupieren, sei es, daB sie ihn 


durch thr Dasein beherrschen, da8 sie ihn 
umzingeln oder in sich einsaugen. Noch ein 
anderes Verhaltnis gibt es: den Raum als Last, 
als Wiederstand, Gewicht um sich und iber 
sich zu empfinden. Es ist von den beiden ita- 
lienischen Bildhauern Mario Negri und Um- 
berto Milani die Rede — vor allem von ihren 
Reliefs. Ob diese auf der Erde ruhen oder an 
den Wanden hangen, deutlich spiirbar wird 
immer, welche Kraft notwendig ist, damit sich 
die Formspuren iiber das Niveau des Bodens 
erheben, wie sie anzukampfen haben, um sich 


‘> B gegen den Druck von Raum und Zeit zu be- 


haupten. Es entstehen dabei ganz urspriing- 
liche, primitive Zeichen, Ans&atze fiir ein un- 
yollendet Vollkommenes — Negri verspielter 
und geordneter, Milani unmittelbarer, ehr- 
firchtiger; aber wenn sich dieser dann an 


® einem Christus versucht; reicht er fatal hin- 


In. Canvas 


Museum 


iiber ins Gebiet der «Ars liturgica>». 


«Heilige» Kunst 


Alle Kunst ist heilig oder sie ist keine. Die- 
sen Gedanken hat Hédlderlin vor mehr als 
hundert Jahren ausgesprochen, und er ist 
immer noch giiltig, wie jener katholische Prie- 
} ster bewies, der Rothko in den Himmel hob. 

Kunst, die zu sakralen Zwecken gemacht 
wird, ist Gebrauchs-, Zweckkunst, Kunstge- 
werbe so gut wie ein «formschéner» Léffel 
oder eine funktionale Lampe. Gegenstande, 
die dem Kult dinen, gehéren in die Sezione 
Arti decorativi oder sie sind kiinstlerisch so 


vollkommen, da8B ihr Zweck zufallig, gleich- 
giltig wird. Binsenwarheiten, tiber die zu re- 
den man sich schamen miiBte, wenn nicht von 
dunkler Stelle ein auBerlich nicht erkennba- 
ter politisch-klerikaler Druck ausgeiibt ware, 
«Ars liturgica» auf der Biennale auszustellen 
— die nicht schlecht dotierten Preise waren 
Verlockendes Zuckerbrot. 


‘Die Italiener zogen sich aus der Affaire, in- 
fem sie Werke religiésen Inhalts zwischen 
profanen ausstellten und so der allgemeinen 
wie der religiésen Kritik anheimgaben. Allein 
Frankreich (in Vorahnung gaullistischer Er- 

) und Deutschland (in christdemo- 
Eratischem Ejifer) folgten der dunklen Wei- 


sung und bildeten heilige Enklaven in ihren 
weltlichen Pavillons. Sie wurden belohnt und 
bekamen Preise — oder richtiger: sie wurden 
mit ihnen abgespeist und hatten dann das 
Nachsehen, als es um die Bewertung des 
wahrhaft Zeitgenéssischen und Vorwartswei- 
senden ging. Dazu gehért die «Dornenkrone» 
Manessiers — vielfach ausgestellt und viel- 
tausendfach reproduziert — bestimmt nicht; 
sie bezeugt durch die Geschicklichkeit und 
Anpassungsfahigkeit des Malers und der ka- 
tholischen Kirche. 


Aber ging es den profanen Juroren iiber- 
haupt um das Zeitgenéssische? 


Jury der Jury 


Auch ohne das sakrale Handicap hatte un- 
ter den Franzosen Pevsner, unter den Deut- 
schen Schumacher doch wohl kaum den Bei- 
fall der Juroren gefunden. Die richtenden 
Kommissare haben wohl vielfach das neue 
MaB gesehen — es ist nach Einzelgesprachen 
nicht zu verneinen —, aber sie durften oder 
konnten nicht mit ihm messen, denn ein inter- 
nationaler Kunstpreis ist auch ein Preis 
auBerkiinstlerischer MaBstébe. Oder fiirchte- 
ten sich die Herren gar vor einem «Aufstand 
der Antiabstrakten» im eigenen Land nach 
italienischem Vorbild, den die deutsche Presse 
fast gleichzeitig mit den Preisen mit schlecht 
verhehlter Schadenfreude meldete? Politiker 
sollen gegen den «irrationalen Subjektivis- 
mus» der neuen Kunst protestiert haben, der 
«aller Humanismus mangele und die nur da- 
zu beitrage, den Geschmack des Volkes fehl- 
zuleiten». Wirklich, die neue Malerei ist eine 
Seuche, schlimmer als die nukleare Verseu- 
chung, gegen die es als Allheilmittel nur den 
vielzitierten Humanismus gibt, diesen wohl- 
klingenden Wechselbalg, der den Menschen 
mit Majuskel schreibt und als Minuskel durch 
die Miihle dreht. Die Herren, diese Experten 
fiir Ladenschlu8- und Prostitutionsreglemen- 
tierung, tun recht, wenn sie heftig gegen die 
Tiiren der neuen Kunst poltern — eine andere 
Beziehung kénnen sie zu ihr nicht haben, 
denn hier geht es um einen geistigen An- 
spruch. Fiir ihn hat, was die Malerei anbe- 
langt, die XXIX. Biennale das MaB oder, um 
auch Skeptikern gerecht zu werden, die er- 
sten Millimeter des MaBes geliefert. Da es 
existiert, sind wir verpflichtet, es anzulegen. 


Some Exhibitions in Germany 


ic works, October. Baden-Baden: Kunsthalle, 
Italian Painting, till 19/10. Berlin: Staatl. 

, Corinth, graphic work. Haus am. Liitzow- 

: Contemporary Japanese Art, till 5/10. Rathaus 
endorf: Views of old Berlin and Dresden by 
Rosenberg and Canaletto, till 15/10. Hochschule 


= Suermondt Museum, “The Life of Mary”, 


fi 


fiir bildende Kiinste: The New American Painting. 
Meta Nierendorf: August Macke, till 15/11. Bielefeld: 
Kunsthaus, Sonia Delaunay, till 26/10. Bochum: 
Bergbaumuseum, Westphalian Abstract Painting, 
12/10—2/11. Braunschweig: Stadt. Museum, Eskimo 
Sculpture, till 5/10; Seff Weidl, sculpture, till 2/11. 
Kunstverein: Oscar Kehr-Steiner and Hector Trotin, 
paintings, till 26/10; Hans Laabs and Erwin Eech- 
told, paintings, and Hanna Saekel, drawings, 2-30/11. 

(Continued on page 94) 
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Fautrier’s Form 


Fautrier, as several recent exhibitions in 
Europe have emphasized, is a pioneer of 
post-war painting. Michel Tapié, for example, 
has singled out his “isolated but prophetic 
investigations” for special praise. 
this opinion is that of T. B. Hess who consid- 
ers that Fautrier’s systematic procedure, 
painting pictures by stages and in series, is 
fatally and conventionally French. It is true 
that Fautrier is a contributor to the current 
reduction of formal conventions, but it is 
also true he preserves certain traditional 
criteria. His strategy might be described as 
to sacrifice some conventions and to preserve 
others, which makes it inevitable that a 
partisan French critic will isolate new bits 
and that a hostile American critic will isolate 
old bits in his art. 


It is time that the co-existence of convent- 
ional and experimental passages in post-war 
art were considered, free of the slogans of 
“pure” modernity. Fautrier, like other recent 
artists, found that by reducing his formal 
means below the level of complexity of trad- 
itional esthetics he enriched rather than 
impoverished them. These artists released 
the potential of certain pictorial elements by 
isolating them from the web of relationships 
in which they had previously been embedded. 
Hostile criticism of such art often records 
merely the missing context without recogniz- 
ing what the artist has achieved with what 
remains. For example, the art critic of the 
London Times described a Fautrier exhibit- 
ion at the Institute of Contemporary Arts 

as “thirty years with the same picture”. He 
pot see only the paucity of Fautrier’s form 
compared to the huge vocabulary of forms 
established by past art, all of which Fautrier 
excludes, Fautrier is devoted to exploring 
the resources of one form, from the simpli- 
city of which he achieves a kind of variety. 
Positionally, his pictures are like a St. Vero- 
nica’s veil — a central mass that does not 
touch the edges of the picture surface. He 
works to discover all the things a centred 
form can be, continually amplifying the mo- 
notonous form by shifting axes, texture, co- 
lour, and calligraphy. 


The fact is, Fautrier’s art is characterised 
both by the retention of traditional criteria 
and by this ruthless exploitation of a single 
form. Charm of colour, delicate values, and 
refined technique (such as the sprinkling of 
powdered colour over impasted forms), are 
retained from the traditional repertory of 
means, and have, indeed, a specific function 
in his work. The traditional elements which 
accompany the experimental reduction of 
form gives an idyllic undertone to his mounds 
of paint: they are like islands with a Cyther- 
ean flavour, bestowed partly by the rococo 
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Lawrence Alloway 


colour and partly by an oblique but persist. 
ent eroticism latent in the evocative, pil. 
lowy, pliable forms themselves. 


Sir Herbert Read has suggested, 
echoing Marcel Zahar on the artist’s 
works in 1930, that “Fautrier’s forms emerge 
from chaos”, by which he means the chaos 
of the unconscious mind. Thus, he considers, 
the forms can be interpreted like Rohrschach 
blots. 

[What in fact Sir Herbert says concerning 
Fautrier’s forms is that “though correspond- 
ences may be found (with a landscape, with 


a human torso) this is an ex post facto inter. 


pretation, like the interpretation of a Rohr- 
schach blot”. He counsels one therefore to 
regard Fautrier’s paintings “as unanalysable 
units” and to find their significance in their 
“unpremeditated magic”. But though we 
feel that Mr. Alloway has misconstrued Sir 
Herbert’s remarks, we side with him in consid- 
ering Fautrier to be a figurative painter. — 
Editor.) 

Certainly the forms are multi-evocative 
but not ail readings are equally legitimate. 
In fact, so completely selfish a way of read- 
ing the pictures, in which projected meaning 
completely overrides referential, misses the 
planning and discrimination characteristic 
of this artist. His forms may not (except in 
the banal Budapest paintings) yield obvious 
meanings, but they sustain subtle and im- 
placable references: his form arouses an ex- 
pectancy which culminates in implication 
For example, corpses and nudes, landcapes 
and utensils, can easily be distinguished with- 
in his form-convention. His references are 
sufficiently generalised neither to destroy 
the substantial quality of the paint, nor to 
exclude other possible meanings. On the 
other hand, to mistake a nude for a hostage 
you would have to bend it and change its 
colour, which is a lot to have to do. Fautrier’s 
pictures are multi-evocative, with a main 
meaning that connects with secondary and 
parallel meanings. 


There is a strong continuity between his 
subjects but it is essential to recognise that 
each picture is a pause in the flow of possi- 
bilities; and each pause is precisely named. 
Fautrier maintains a tenous but exact relat- 
ionship to a bit of the world in each picture. 
Perhaps the best way to separate one Fau- 
trier painting from another is by following 
his tendency po paint in series and to coll- 
ect past works according to a governing 
plan. There is the period of Hostages (1943— 
1945), in which heads and bodies referred to 
corpses of World War II, with some allusion 
to fragments of antique sculpture implying 
an heroic time-perspective. The elegiac co- 


(Continued on page 89) 


' themselves. Accordingly, 
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| Some of the potentialities 


London Exhibitions 


During the summer of 1958 when London, 
as well as New York, is conscious of a slow 
rise in unemployment and an equally slow 
rise in prices, the world of art continues to 
prosper, perhaps as much in tune with the 
former movement as with the latter. What- 
ever the reason, I am not aware that there 
has ever been a summer in London when so 
much painting and sculpture of extraordinary 
interest has been on view. 


In June The Arts Council of Great Britain 
blossomed forth with its didactic showing of 


» “Abstract Impressionism”. This was a major 


exhibition, both in the quality of the works 
shown and in its conception. Unfortunately 
for London, it was organised under the wing 
of a provincial university, and appeared in 
London only as an after-thought, and for the 
miserably short period of two weeks and 
three days. The catalogue notes, written by 
Lawrence Alloway, comprise another of his 
brilliant essays in contemporary criticism; 
and as might have been expected, most of us 
have been left with a sharper impression of 
the expository aspects than of the works 
and however un- 
fairly, I merely mention the names, as indic- 
ators, of some of the painters included. Apart 
from the French contingent of de Staél, Mas- 
son and Tal Coat, America and Britain were 
almost equally represented. From America, 
Caleagno, Francis, Guston, Ippolito, Mitchell, 
Plate and Riopelle; and from Britain, the 
Cohen brothers, Heron, Hitchens, Kinley, 
Lanyon, Moynihan and Smith. 


Reasonably enough, Alloway begins by 
attributing the coinage of the term «abstract 
impressionism» to Elaine de Kooning, and the 
date, to 1951. According to her, painters of 
this persuasion “keep the Impressionist man- 
ner of looking at a scene but leave out the 
scene ...” If this should seem a trifle like 
levitation, a further quotation from Louis 
Finkelstein states that what is involved is the 
recasting of “abstraction into something much 
more concerned with the qualities cf percept- 
ion of light, space and air than with the sur- 
face of the painting.” Alloway himself goes 
on to say: “In abstract impressionism nature 
does not have one simple role. The artist can 
start from nature, defined as the world out- 
side the artist, as de Staél did ... Nature may 
be, however, not the point of departure but 
of arrival. From the gesture the artist makes 
on the canvas an image may appear, not as 
an irrelevance but as a completion of his 


| activity.” And, in relation to “the general 


movement of postwar painterliness ... abstract 
impressionism ... --. a development of 
present in Action 
Painting.” 


by George M. Butcher 


What worries me about this is that Alloway 
seems really to believe that there is something 
objectively corresponding to “abstract impress- 
ionism”. On the contrary, I find it a useful 
point of view (among others) to bring to 
bear upon post-war painting generally, but I 
cannot see that anything is gained by its 
hypostatization. The application of a mental 
category to a work of art may often prove 
fruitful, but to impose such a category upon 
diverse works so close to us in time is surely 
a perversion of the methods of art history. 
I very much question, for example, the im- 
portance Alloway attributes to “space” as a 
key word in post-war art on the analogy of 
“form” as a key word in early 20th century 
aesthetics. To me, “space” is primarily a po- 
lar complement to “form”. Together, they 
define a single problem. I am even more 
sceptical when Alloway proceeds to define 
his “space” as “substance”, even though I 
think I follow what he means by this: “Such 
an idea of space is not confined to abstract 
impressionism. It is present in Giacometti’s 
paintings, where it is invested with a strong 
psychological atmosphere in which figures 
are surrounded by a penumbra that blurs the 
distinction between them and the space 
around.” But is it really useful to use the 
concept “space as substance” in this context? 
Are we not rather concerned with a problem 
of imagery transcending the space-form pro- 
blem? 


I believe Alloway is nearer to the core of 
the matter when he writes: “The connection 
between impressionism and the new painting 
lies not only in the painting of light but also 
in the use of conspicuous paint to refer to 
nature. The spectator must recognise simul- 
taneously (my italics) the physical events on 
the surface of the picture and the references 
to something apart from the picture - 
J.B. Priestley has recently given a series of 
radio talks in which this problem of “simul- 
taneity” has emerged as the crux of the dram- 
atic experience. Briefly, we are simultan- 
eously aware of the person of the actor and 
of the character he portrays; and it is pre- 
cisely in this simultaneous awareness that 
dramatic tension resides. This is what makes 
of the drama something more than a narra- 
tive. And it is what makes of all art some- 
thing quite different from the logic of the 
sciences. An “aesthetic simultaneity” is an 
expression of order in human relations, while 
scientific logic is the expression of order in 
relations of an impersonal nature. 


Although it has probably not occured to 
anyone in practice, it would have been in- 
structive to extend the same considerations 
to the “Summer Exhibition” at Gimpel Fils. 
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Many of the same artists are included; and 
a large proportion of the examples are stun- 
ning works. However, I must move on to 
another aspect of the London shows. Con- 
current with “Abstract Impressionism” the 
Drian Gallery held an important one-woman 
show of paintings by Vera Haller; but by 
the time I managed to see it, Theodore Bren- 
son had taken her place. In the end, the 
front gallery became festooned with Hallers, 
against a vigorous background of Brensons 
on the walls. This made a series of compar- 
isons inevitable. The following paragraphs 
are my notes written in the gallery at that 
time: 


“Both Haller and Brenson create ‘pictures’ 
—that is, the image exists within the picture 
space. This is so even though the works of 
neither artist require framing. They frame 
themselves, so to speak. Both artists are trad- 
itional in other respects as well. Both create 
space, but space devoid of representational 
objects. But while Haller’s patterns are less 
symmetrical, less formal, Brenson’s are al- 
most classical; ‘classical’ like the symmetries 
of crystals under a microscope, or of mi- 
crobes; for microbes move just as the crystal- 
line bars, the transparent and translucent 
colour tubes of Brenson’s structures, also 
move. 


“Haller’s imagery is of ‘forms of the infor- 
mal’. They are self-contained, and as balanced 
as Brenson’s. Brenson harks back to Mondrian; 
Haller, back to Mathieu (also very polished, 
balanced, an almost classic action painter). 
But whereas Brenson’s intervals are related 
in regular rhythms, Haller’s are irregular, 
each to the next, even though the over-all 
balance gives a very formal impression. Bren- 
son’s space is that of a microscopic world 
enlarged; Haller’s, that of the Heavens reduced. 
Microscopic space contrasts with telescopic 
space. Her’s is a pamterly world; his, a world 
where paint is used for what it can do, not 
for what it is. Her pictorial space is one of 
controlled action; his, of controlled delibera- 
tion. 

“Haller is a calligraphist, a free pattern 
maker, in which her personality is what is 
depicted; and the form is of that personality. 
Brenson is none of this; he is an intellectual, a 
builder, an architect of paint. He makes ob- 
jective a non-optical space. And while Hal- 
ler’s images are themselves objects in space, 
the relations of Brenson’s forms are the very 
basis for his creation of space. If Haller 
makes pictures of objects moving in space, 
they do not create it. Her space is that Re- 
naissance space represented by the picture 
plane itself. We read it as real space. Brenson 
escapes this kind of interpretation. But, in 
their different ways, they both have their 
brushes firmly in the past of Western art. 
They are still not free of the Western tradi- 
tion in art. Nor is there any reason why they 
should be.” 
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Yet there is as much ferment in the wor, 
of art today toward passing beyond the blink. 


ered bounds of Western cultures as ever ther| 


was fifty years ago in Picasso’s “Les Demgj. 
selles d’Avignon”. Alan Davie, whose retro. 
spective exhibition has been on at the White. 
chapel Art Gallery for several months, ha 


been even more impressed by his discovery ff 


of Zen Buddhism than by his discovery of the 


parallelisms between himself and Jackson > 
Pollock. In the fine catalogue—usual to this} 
gallery—Davie is as emphatic in disclaiming J 
the appellation of “action painter” as he is} 
in drawing insight from the principles of 


Zen. He writes: “We could define the function 
of art as being: to arouse the faculty of direc; 


knowledge by intuition, and what we feel by f 


intuition requires pointers or symbols more 
than concrete ideas for its proper expression; 


and these pointers have to be enigmatic and f 


non-rational. They are shy of intellectual in- 
terpretation and come to us, as one Japanese 
writer has put it, ‘like flashes of linghtning’” 

As Davie would agree, the important thing 
is the final image, not the act of painting 
And—in close conjunction—the most signi- 
ficant of Davie’s paintings possess an intrin- 
sic scale, by virtue of the tools used in their 
execution. At the natural reading distances— 
say, twelve to thirty feet—at which his 
images are legible, the rough technique serves 
as an expressive device. It gives the image 
an increment of meaning, an intensification 
which is essential and not wholly dissimilar 
to the intention of Seurat. If Davie’s tech- 
nique were polished, if the drips and scumb- 
les weren’t there, the image would lose its 
vitality, its force, and one element of his ex- 
pressive arsenal would be lost. 


A second element in this arsenal is his in- 
creasing use of symbolism, not alone in the 
Western sense of “standing for”, but in the 
Eastern sense of “being itself’. There is no 
exclusive problem of finding universal symbols 
for this age of dissociation, but of creating a 
symbolic presence, an image of the sacred, which 
will make the communicative leap from self 
to spectator and whose meaning is intrinsic 
as well as allusive. “Martydrom of St. Cathe- 
rine” (illustrated) is, in my opinion, a master- 
piece. As I have written at length elsewhere 
about this painting, I shall confine myself to 
pointing out that its use of symbolism par- 
takes of both Western and Eastern modes. 
We are simultaneously aware both of Christ- 
ian iconography and of the unspecific char- 
acter of the denotation of this iconography. 

In comparison with Davie, one is reminded 
of the intense banality of much abstract paint- 
ing—one has only to look throvgh a collection 
of black and white reproductions—a banality 
as great as that of Victorian naturalism, and 
for much the same reason. Too much is 
sacrificed to a monomaniacal purpose. Ex- 
pressive accentuation is as much wiped 
away in achieving the perfect likeness 
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as in achieving the completely non-figurative. 


¢ blink.) Any hint of evocation goes. Either style is 


the equivalent of a “committee” style; a 
i Je of elimination by evaporation, rather 
than of simplification through expressive 
amplification. 
> Two lessons seem to emerge about Davie’s 
) development. One is that he reached maturity 
only within the past few years. His earlier works 
are relatively incoherent pictorially. There is 
much evidence of struggle to “balance” this, 
that and the other, to make the whole “come 
off”. The other lesson is that even now his 
more cluttered compositions are less lucid as 
| pictorial statements. To me, his finest paint- 
ings are those which say their say relatively 
quickly, because step by step Davie knows 
what each act is supposed to do, what it 
means, though he may not know his total 
statement until the work is concluded. But 
‘there is always Zen hovering in the back- 
ground: “Many times the end seems just with- 
) in reach, only to fly to pieces before me as 
I reach for it.” 
4 = 


Davie was also represented in this year’s 
“Critics Choice”’—chosen by David Sylvester 
—at Arthur Tooth and Sons; and as an inno- 
vation the sculptors Paolozzi and Armitage 
were seen by single works—too few to in- 
spire comment. The other painters were Will- 
iam Coldstream, Victor Pasmore, Francis 
Bacon, Rodrigo Moynihan, Roger Hilton and 
Frank Auerbach. Moynihan’s impressive con- 
version to a kind of tachiste imagery exe- 
cuted with traditional brush strokes was dis- 
cussed by Lawrence Alloway in the previous 
number of Art International; while Pasmore 
seems to be reminding us once again, with 
his constructive reliefs, just how good a 
painter he is. Perhaps the most challenging 
paintings were those by Auerbach, the young- 
est painter in the show. His two versions 
of Primrose Hill were composed of thick, 
stringy, straw-like paint in a strictly fecal 
palette range. Nearly everyone seemed to 
dislike them—perhaps for the obvious reason 
—but one can agree with Sylvester that the 
quality of the paint struck an exceptional 
note of “vitality and resonance”. 


Francis Bacon was represented in “Critic’s 
Choice” with four paintings, the finest and 
least expected of which was his “Landscape” 
(illustrated) of 1952. There is nothing inco- 
herent about this painting; and it is both 
brilliantly economical in its means and parti- 
cularly rich in its meanings. It is as though a 
traditional Chinese landscape painter had 
recently been converted to abstract impress- 
ionism, the space evoked being both empty 
canvas and perspectival. Moreover, there is a 
kind of play with a central image, not unlike 
that occuring in the Moynihans. There is an 
engagement of several pictorial problems at 
the same time. This gives an authority that a 


simple landscape cannot have, and it says 
something pictorially that cannot be said in 


any other way. 
o 


Just previous to the “Summer Exhibition” 
at Gimpel Fils, we were privileged to see an 
exhibition of “Pre-Columbian Art” from Mex- 
ico. Necessarily limited in scope, it never- 
theless raised fundamental questions about 
the nature of sculpture. The masterpiece of 
the exhibtion was a dark grey bit of basaltic 
stone, eight inches high, representing Quet- 
zalcoatl, the feathered serpent, in this instance 
with a human head. The unknown Aztec art- 
ist showed superb sensitivity to the hard- 
ness of his material; and his rhythms (on the 
surface, like a ball of twine) implied the sup- 
pressed tensions of the stone. The battle of 
the craftsman with his material was a vis- 
ible as any tachiste gesture. 

Contrasting utterly with the objects in stone 
was the soft finger-modelling of the many 
terra cotta bits and figures. Here, plastic dif- 
ferentiations are rounded and expressively 
exaggerated, as is natural to the pressure of 
fingers and hands. The point about these 
terra cottas is that the forms are not in the 
least meaningless; they connect up to a pur- 
pose; nothing is artificially imposed for effect. 
And despite the simplifications and round- 
nesses, most of the terra cottas have sur- 
prising subtleties pf modulation. Modulations, 
moreover, that are often just those concess- 
ions to realism that might otherwise have 
defeated the expressive potential of material 
and technique. This is exactly where elements 
of realism should come in, as subtle and evo- 
cative hints, rather than as blatant descript- 
ion. It reduces the naturalistic aspect to a 
proper function of the aesthetic whole. 


I was particularly fascinated by the bit of 
architectural relief (illustrated) from the Pyr- 
amid at Chalco, which, though the equivalent 
of an old broken tile, was valued at several 
hundred pounds. Nor can it have been any- 
thing more than a very ordinary bit of craft 
work when it was produced half a millenium 
ago. But our eyes see it as a superbly sensitive 
arabesque, as vital as most things being pro- 
duced as fine art today. The anatomy of the 
arabesque is not only reduced to its express- 
ive essentials, but these very essentials seem 
then to be raised to an expressive pattern. 
There is neither the purism of abstract art— 
an art often of almost deliberate expressive 
suicide—nor is there any truck with natural- 
ism. Despite plastic exaggeration, there is a 
complete harmony of material, technique 
and gesture; a harmony of essentially natural 
—if not naturalistic—possibilities. 


e 
Not dissimilar in impact, and on a much 


grander scale, is the exhibition of “Art Treas- 
ures from Japan” which has been on view 
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at the Victoria and Albert Museum during 
July and August. Unfortunately, the Arts 
Council of Great Britain, which was respon- 
sible for bringing this exhibition from Paris, 
chose to transport only the works of art 
themselves, leaving behind the exciting decor 
which contributed so handsomely to the total 
impression in Paris. In fact, it seems hardly 
to be known in London how much is missing. 
All press crititisms that I have seen praised 
the “excellent arrangement” of the exhibit- 
ion. True, the objects on view can be seen 
very well; and, as everyone knows, much bet- 
ter than is usually the case in their proper 
positions in Japan. But everything was equal- 
ly visible in Paris, and with the delightful 
addition of a very Japanese atmospere. This 
was achieved by display techniques making 
full use of Japanese timber construction and 
Japanese reeds and woven matting; and, for 
lack of the proper kind and size of stones in 
France, a large shipment of greyish-white 
pebbles was specially sent from Japan to 
Paris for several typically Japanese “combed” 
stone gardens. One gains the impression that 
the Arts Council prefers the exhibition to be 
without atmosphere; perhaps on analogy with 
the scholarly mystique that pretends that a 
black and white photograph of a painting is 
somehow less inaccurate than a colour re- 
production—as if the translation of colours 
into tones could ever be so ... However that 
may be, it was no surprise to overhear a for- 
eign visitor call the British installation “prac- 
tical, but not very artistic”. Which was doubly 
a pity, for such a “practical” display is a 
partial denial of the very principles of Japan- 
ese art and life. 


As this exhibition will move around Europe 
for some months longer, there is no need for 
a detailed review here; but I would like to 
comment on several works which seem to 
have made a particular appeal. Among paint- 
ers, Hasegawa Tédhaku (1539—1610) stands 
forth with two paintings. One of these is his 
famous pair of hanging scrolls of monkeys 
in trees. The sentimental appeal of these is 
obvious. But beyond this is a style directly 
derived from China in which the Chinese 
love for caressing contours has been trans- 
formed into a depiction of the vibrant quality 
of fur. His other painting, a pair of secreens 
entitled “Pine-trees”, is possibly the finest 
thing in the exhibition. There is an extraordin- 
ary “positive” use of empty space; even the 
folds in the secreens seem to contribute to 
the feeling that the mist is billowing out and 
filling the space of the spectator. This is 
achieved with a great economy of image and 
of the strokes which make up the image. 
Close-up, these strokes are very summary in- 
deed, even hasty and crude, but they carry 
their effect superbly. According to those who 
know, the pines of Kyoto really do look like 
this, half visible, in a space which has quite 
truly become “substance”. 
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Another hanging scroll concerned with thf) works 2 
cult of Amida Nyori, the Buddha who presidef) is consP 
over the Paradise of the West, has a lowe) exceptic 
frieze of lotuses in a pond, in allusion to Ami.) theme ‘ 
da’s Paradise. Each flower is in a lyrical rela.f7 haps as 
tion to the next, spatially and directionally | 
and each differs slightly in tone and colow})«x1x 2 
Like a cityscape by Klee, this 13th centuy}) 4 the 
Japanese lotus-scape is indeed a reflection }) includec 
of a Western Paradise, the one Klee himself) j971 ar 
evoked in the dedication of a lifetime. Warrior 
The sculptures are equally magnificent, inf) ery a 
cluding various Buddha and Shinto figure 
but again it is an earthenware figure of .}) metti, ! 
monkey that has captured the heart of Lon. ') appealir 
don. This Haniwa fragment, ten inches high) itis a g 
dates to the fifth and sixth centuries A.D. fF no sens 
Although its impact is achieved with the ab-}) the Ma 
solute minimum of means, at least half of 
which is owing to the depredations of time)” 
it manages to depict the expression of a mon- |) sculptu! 
key so exactly as to border on portraiture 
The effect is uncanny, and totally lacking inf 
the more crafted and polished expressions o!]7 jinear. | 
the other Haniwa figures of human being}? oy arra 
The other sculpture that came to me, at least} ) that ons 
as a surprise is the 13th century portrait in} | oxperie: 
wood of the warrior Uesugi Shigefusa (i- ' groupin 
lustrated). Although the purpose of the sculpt-| | yatisse 
or here is supposed to have been the r]) with vy: 
creation and surpassing of the heroic natural-| | ather 
ism of the early Nara age, to our eyes the j lines. T 
forms are so unusual that their force is more} © petweer 
plastic and abstract than naturalistic. | Moore’s 


Indeed, the entire exhibition was chosen} | 1957 wt 
to be of particular interest to a Western pub-| | princip! 
lic. But this has not obscured one of the mos] rior“ at 
important lessons that we may gain fromit} es a : 
This is that Japanese art manages to combine} Moore « 
elements that we normally consider to bk} and sur 
contradictory; for example, “elegance” ani] like the 
“ferocity” are equally evident, and may ma-| within. 
nifest themselves in a single work of art, a} are ext 
in the several “hell” scrolls called “Jigoku A qui 
Zéshi”. Some critics have turned this abou] the vie 
and concluded that it is the Japanese charac-| meant | 
ter which suffers from contradictions; but it} this, no 
is interesting to note that to the Japanese min} from v: 
it is always the foreigner who is represented] ential r 
as grotesque. Either way, the expression of} Some o: 
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both aspects at the same time remains. are me: 
° tal viev 

In a summer of more normal artistic pro the R 
entirely 


portions the exhibition of “Modern French} a 
Masters, 1850—1950” at the O’Hana Gallen} °®SPera 


would deserve extended comment. As it is, [| “Y = 
shall only note that it includes three out) ) SUmbé! 
standing Bonnards: “La Ferme a Vernon” | | % this 
1932, “La Terrasse” of uncertain date, an | unendiz 
“Montmartre in the Rain” of 1897. At the) | Nation. 
Tate Gallery a brave try at “The Religiow}) This 


Theme” has been organised by the Contempo} | enough 
rary Art Society. Eighty artists and sculpton| | gers of 
were invited to submit work with the prom) verse n 
ise that whatever they submitted would b } been w 
hung. Sixty-seven accepted, and many fint 7 ling W: 
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| works are on display, but feeling for religion 
‘is conspicuously absent. There are one or two 

exceptions, but to note the failure of the 
J neme of the exhibition as a whole is per- 
haps as much as needs be said. 

Another important exhibition has been 
“xIX and XX Century European Masters” 
at the Marlborough Fine Art Gallery. This 
Jincluded both Picasso’s “Bust of a Woman” of 
1921 and Henry Moore’s life-size “Falling 
Warrior“ of last year. At the Hanover Gall- 
ery a number of Moore’s smaller sculptures 
are on view in an exhibition called “Giaco- 
metti, Marini, Matisse, Moore”. What is so 
appealing about this exhibition is that while 
itis a group show, it also has a theme; it is in 
no sense just a summer miscellany. Although 
the Marlborough “Falling Warrior” has ex- 
cited most individual attention, the Hanover 
provides an opportunity for comparison of 
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Giacometti immediately strikes one as a 
superb draughtsman; even his sculpture is 
llinear. One wing of the gallery is devoted to 
‘an arrangement of his single sculptures so 
‘that one sees them directionally, much as one 
‘experiences the figures in some of his own 
groupings. But Moore, at his recent best, and 
) Matisse, are sculptural and plastic: they deal 
)with volumes and the tensions of volumes 
| rather than with lines and the tensions of 
tlines. This difference is clear, for example, 
‘between Marini’s “Dancer” of 1954 and 
Moore’s “Reclining Figure” (illustrated) of 
1957 which is really a smaller version of the 
principles most evident in the “Falling War- 
rior“ at the Marlborough. The Marini express- 
es a springing linear tension, while the 
‘Moore conveys an internal tension of volume 
'and surface, a tension on the verge of horror, 
like the pressure of a tumour growing from 
within. And this is so, despite forms which 
are externally flaccid and ill-defined. 


A quite separate problem is the question of 
the viewpoint from which a sculpture is 
meant to be seen. Moore is not consistent on 
this, nor is Marini. The “Dancer” is effective 
from various viewpoints, but there is no ess- 
ential relationship between these viewpoints. 
Some of the Moore figures, on the other hand, 
are meant to be viewed from a strictly fron- 
tal viewpoint, but the “Falling Warrior’ and 
the “Reclining Figure” are another matter 
entirely. In these, Moore is trying, almost 
desperately, to achieve an essential contin- 
uity in the relationships between an infinite 
number of possible viewpoints. The converse 


| of this is that the spectator is forced into an 
: unending peripateticism—at least in the imag- 
' ination. 


This pursuit of the impossible is noble 


' enough in its way, but fraught with the dan- 
gers of all true nobility, for failure is a per- 


prom- 
uld be 
y fine 


| verse measure of its degree. The critics have 
been unanimous in their praise for the “Fal- 
ling Warrior’, but Moore himself is aware of 


its shortcomings. As he has pointed out in 
connection with the model for his forthcom- 
ing UNESCO figure, there are certain passages 
which become unsolvable, which are inevit- 
ably compromises. The trouble, I believe, lies 
in taking any principle too single-mindedly 
to heart. The ideal of peripateticism is as 
limiting, in its own way, as the pursuit of 
complete non-objectivity or of Victorian nat- 
uralism. Art is not the solution of an equat- 
ion, in which there is a perfect answer 
phrased in terms of a specifically delimited 
problem. The more such a single-minded 
problem is pursued, the thinner the work of 
art is likely to become—as so often with 
Mondrian, with Giacometti, with Brancusi, 
with Moore. Of course, some great artists 
overcome their own principles by a combin- 
nation of sheer genius and an ability to turn 
a blind eye to the logical outcome of their 
own principles. This may well be the answer 
to Moore’s “Falling Warrior”. 


The last exhibition I wish to deal with is 
“Seven Indian Painters in Europe”, which 
has been on view at Gallery One during the 
month of August. It has been received with 
much critical interest, and was discussed by 
“The Critics” on the B.B.C., but it has also 
been a financial failure. This is perhaps as 
it should be, for it is concerned with an 
attitude toward art which is new for Europe, 
an attitude which has not yet been seduced 
by the pressures to produce which follow 
upon fashionable acceptance. Though Raza 
and Padamsee are known in Paris, and Souza 
in London, this is the first time that a re- 
presentative exhibition of contemporary In- 
dian painters of this persuasion has been 
seen in Europe. I think it can fairly be said 
that all seven artists have in common a gener- 
ally identical cultural situation. On the one 
hand, they seek strength and meaning in 
their own tradition; and on the other, their 
eyes are resolutely turned toward the excite- 
ments of our Western problem-solving kind 
of art. 


For convenience, let us consider four char- 
acteristics which are generally taken to be 
traditionally Indian, and which I think I find 
in these seven contemporary painters: (1) the 
assumption of a certain flatness or frontality 
in combination with a relatively fixed view- 
point, (2) an obsession with decorative pattern 
as an organising principle for the work of 
art, (3) a devotion to the recognizable image, 
but one that is never naturalistic, and (4) a 
rhythm of line, expressive of the sympathy 
of India with man and nature, and correspond- 
ing to the conception of ideal form in Greek 
art. 

The first of these characteristics is in direct 
contrast with Moore’s “Falling Warrior”. To 
my mind, the ideal of peripateticism, the 
relating in the mind of the spectator of a 
series of remembered viewpoints, is an un- 
fortunate and limiting carry-over from the 
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spatial traditions of the Renaissance. It is 
my contention that the expression of the 
image possesses the greatest range of potent- 
ial precisely when it is flat, frontal and limit- 
ed to a relatively fixed viewpoint. This is 
obvious enough in the case of painting, but 
may seem to contradict some of our normal 
expectations for sculpture. With Cézanne, for 
example, it is just that fixed position of the 
spectator which gives him the opportunity 
to incorporate several viewpoints within the 
image itself. What was superficially a distort- 
ion of appearances, becomes the ordering 
device enabling him to heighten the plastic 
potential of his image. 

In an analogous way, the measurable depth 
of the line of the breast on a temple figure 
from Khajuraho in Central India is also, 
superficially, a distortion of appearances; but 
it functions as a perfectly intelligible device 
for accentuating the plastic expression of 
that particular form. Furthermore, it is meant 
to be viewed from in front—as indeed is the 
case for nearly everything in the Indian 
tradition, painting as well as sculpture. 


Now it should be clear (but is sometimes 
forgotten) that a single work of art can neither 
incorporate an unlimited number of elements 
and devices, nor successfully sacrifice these 
to a single principle. Too many viewpoints 
tend to cancel each other out; and too much 
concern for naturalistic imitation leaves too 
little room for expressive manoeuvre. Both 
of these reasons explain why Victorian 
sculpture so often seems’ unconvincing; the 
single-minded pursuit of objective naturalism 
tended continually to eliminate those express- 
ives devices which are the very substance of 
a visual statement. Similarly, the pursuit of 
the peripatetic in Moore’s late work has been 
almost equally self-defeating if one excludes 
the mobile spectator, or if one is restricted— 
as one most often is—to the single viewpoint 
of a photograph. 

My second Indian characteristic is decorative 
pattern. Given frontality and flatness, the 
permutations of pattern can function to the 
same effect as distortion; that is, they can be 
accentuated to heighten the expressive im- 
pact of the image in the same way that Cézan- 
ne used his various viewpoints to create an 
expressive reality of greater intensity than 
the scene in nature from which he began. 
“Pattern”, to Indian eyes, is no more idle 
design than is the geometry of Western ab- 
straction. Both have their point and purpose, 
rightly understood; but the tradition of de- 
corative pattern in India has never become 
separated from the conception of an iden- 
tifiable image. 

This brings me to the third general charact- 
eristic of the Indian tradition; namely, the 
devotion of India to the recognizable image, 
but an image which is never naturalistic. At 
the present moment in the West, this may be 
the most important point to consider. Those 
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of us who care about painting in the way that 
linguistic philosophers care about philosophy, 
find ourselves submerged in a sea of action 
painting, of tachism, of abstract impress. 
ionism, of which the latter is only the lates; 
manifestation of an art firmly at grips with 
its own bootstraps. From geometric abstraction 
to the gesture is but a single path in that 
dead-end convulsion away from the world of 
appearances. And, like linguistic philosophy, 
avant garde Western painting has achieved 
the sublime narcissicism of becoming so self- 
righteously and singularly concerned with its 
own means of expression that it has tempor- 
arily forgotten that a language is generally 
used to say something and not merely to feed 
on its own tail. 

There is likely to be only one answer, and 
that is a return to a concern for what can 
be said in visual terms; from which it follows 
that imagery must regain some kind of con- 
tact with the world of vision. Of course, many 
Western artists are doing just this: Dubuffet, 
de Kooning, Davie ... so that my attempt to 
indicate a point of contact with a tradition 
that has never forgotten this, is not made ina 
vacuum. I wish only to draw attention to 
some of the significant aspects that an exhibit- 
ion of this kind can offer. 

My last general characteristic of the Indian 
tradition, rhythm of line, I find fully as ex- 
pressive of a sympathy with man and nature 
as the perfections of the ideal forms of Greek 
sculpture. Only, the device is different. Per- 
haps the simplest way to draw the distinction 
is to make a comparison between Indian 
music and Western music. In the former, 
harmony is at a discount, in order the greater 
to exploit the possibilities of rhythmic and 
tonal differentiations. Both kinds of music are 
fully mature systems, but they have developed 
in different directions, mutually incompatible. 
Similary, flowing lines, rhythmic lines, are 
just as valid for the expression of one kind 
of human vitality as was the development of 
ideal form to express the humanism of Greece. 

What all this comes to is that a small group 
of Indian painters finds itself at the centre of 
a singularly rich cultural encounter. The 
seven painters in the present exhibition— 
Chandra, Husain, Padamsee, Ramkumar, Raza, 
Samant and Souza—are very “contemporary” 
painters, but they have also begun to tap the 
one great tradition of world art that has not, 
so far, been of any influence upon the various 
movements of modern art in the West. Hu- 
sain’s “Nartaki Dancers” (illustrated) is not 
devoid of Western elements, but these need 
no indication here; and those elements which 
derive from ancient India will be partially 
apparent at least from what has been written 
above. The important thing, however, is that 
among all of these characteristics deriving 
from India, may gleam just those suggestions 
that could enrich our own next development 
in Western art—whatever it is that will 
succeed abstract impressionism. 
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The team-competition for Gelsenkirchen’s 


' Stadttheater decoration late last year was 
| the first victory for a wholly abstract team. 
| Captained by the German sculptor Norbert 


Kricke, it was himself, the British sculptor 
Robert Adams and the young French painter 
Yves “le monochrome” who won. Since then 


| poth Kricke and Yves have been in the news 
| again. The first has been given a $7,000 fel- 
| lowship by the Graham Foundation of Chi- 


cago. The second, a few months ago, 
caused comment even in Paris by an exhibit- 
ion made up of—an empty room! It is rare 
to find two artists of one generation who 
determinedly admire one another, as these 
do. Both believe that what they are doing has 
a close connection. Yet their work—space- 
sculpture, and painting in monochrome— 
seems wholly separate. They are no Picasso 
and Braque. What is it that binds them to- 
gether? 


Perhaps it is best to start with the material 
facts. What objects do these two young men 
produce? Kricke makes constructions in wire 
or steel rod, in any size from a few inches 
up to several yards. They fall roughly into 
three types. The first, which was the first in 
time and includes all his biggest work, is 
geometrical and mostly polychrome. The bars 
are bent in zig-zags and return upon them- 
selves; the lengths are painted then in various 
colours, changing at the bend. The second 
type is curved, or predominantly curved, 
painted in one colour or plated in nickel. The 
third is two-dimensional, or mainly two-di- 
mensional: flat plates made up of wires or 
rods soldered together, sometimes electro- 
plated, sometimes left with marks of flame 
and solder. Save for an occasional outsider 
all are basically geometrical. For Gelsenkir- 
chen Kricke has designed a fountain made up 
of three cylinders of plexiglass some fifteen 
feet in height. Yves, on the other hand, pro- 
duces paintings on canvas, on objects all the 
way from plates to folding screens, on walls 
when he can get them; and designs an oc- 
casional tapestry. His paintings are always a 
single colour and a single tone. He is 
known for blue, which is his favorite, but he 
has made a lot of works in red and white. 
The “empty” gallery of his recent exhibition 
was in fact a white Monochrome. Sometimes, 
as in this case, Yves builds up textures on his 
surfaces, but the impasto then is very light 
and there is not a change in tone. For the 
Gelsenkirchen project, though, the section- 
models for the blue walls in the foyer call for 
a variation in the surfaces, while the white 
walls will have sponges glued on to give a 
textural play. In addition to his painting 
Yves, like the late Moholy-Nagy, loves fire- 


works and light-effects. His previous Paris 
exhibition was graced with blue Bengal lights. 
This time only a negative decision by the 
Prefect of Police prevented him from lighting 
up the monument on the Place de la Concorde 
with blue floods for his opening. He loves 
bright ceremonial; and before the huge blue 
curtain at the entrance to his gallery were 
Republican Guards in gala uniform. A malic- 
ious visitor completed the picture, and the 
confusion, by calling in the Fire Brigade. 


Such are the facts. What expression, then, 
do they carry? In Kricke’s sculpture, obviously, 
the first effect is space. Not space as partner 
of structure or of mass, as with Gonzales or 
Henry Moore. Not construction in space, as 
with Gabo and Pevsner. Nor even handwriting 
in space, like David Smith’s. Rather a forming 
or structuring of space itself, bringing to- 
gether a series of space-conceptions, building 
them into a symbol for the whole. The line 
of steel rings the emptiness round as with a 
net; angles and points puncture it, flashes of 
colour or reflected light measure it out. The 
next element is movement. The rhythms are 
enormously dynamic, either in an outward 
arabesque or (in the two-dimensional pieces) 
as vibration and close-sliding motion of the 
rods. The polychrome is used quite consciously 
to give the lines their varying “speeds”—the 
natural speeds of colour are perhaps Kricke’s 
discovery—while nickel is used where pace 
is uniform or where the variations in move- 
ment are obvious. Only when one has ab- 
sorbed this dynamic character does the space- 
idea take on reality. As in a planetary con- 
stellation, distance and movement are relative 
and the one has no reality without the other. 


The third component of Kricke’s work is 
transformation of material. However spatial 
a piece may be, it must have a material bas- 
is. Brancusi, José de Rivera, Lassaw and 
Hans Uhlmann have all used polished surfaces 
and their reflected light to minimise material- 
ity. That is not new. But allied with the 
rhythm of movement it takes on another 
character: a rocket’s tail, a path of light. This 
also is the second meaning of the polychrome. 
Colour in modern plastic art has almost al- 
ways been a failure. Significantly, the excep- 
tion here is Alexander Calder, man of move- 
ment. In Kricke, colour is as speed—and col- 
our is immateriality. It is not meant, as in 
the horrible late Archipenkos, or as in Zad- 
kine’s weak work, to rescue a poor form. It 
would destroy material form altogether. What 
is the philosophy of all this? There has been 
a reaction, recently, against loose talk of 
“cosmic” meanings. These sculptures are not 
echoes of phenomena out of the natural 
sciences. Nor, since they are art, are they 
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“mathematically verifiable” like the produc- 
tions of Max Bill. But it remains true, in the 
words of Madeleine Rousseau, that: 


“Le grand artiste appréhende le réel total de 
son époque tel que le percoit le savant: mais 
chacun d’eux le manifeste avec des modes de 
représentation différents.”? 


In this sense I would say that Kricke’s work 
in some sense incarnates the picture of the 
world which we have in this time. That is 
derived, quite obviously, in the first place 
from natural science and technology. But he 
presents it from an anti-scientific point of 
view: subjective, introverted, synthesizing and 
contemplative. And that, as René Huyghe has 
shown, is also a part of contemporary reality. 


What then of Yves? Rather surprisingly, 
the elements of his expression are the same 
although the medium is different. European 
painting has known three concepts of space: 
the gold-ground of the middle ages; the 
central-perspective of the Renaissance, pro- 
longed (in every sense) in Chirico; and then 
the a-perspective space of modern art. The 
last splits two: the dynamic space of Miré 
and the static space of Mondrian (which 
govern figurative as well as abstract art). 
These are opposed, but they have one thing in 
common: they are linear. It is structure in 
the Constructivists, the arabesque in Miré 
or Hartung, which gives their picture-space 
reality. Here Yves for the first time (in 
Europe anyway) breaks off. His space is 
purely chromatic, with no trace of line. Colour 
is free, not in the imbecile way of the tachist 
epigones, as anarchy which cancels itself out, 
but with the greatest discipline. And from 
this disciplined freedom comes then the sense 
of space as such. Again, not space from any 
point of view, from here to there, but rather 
with the sense of the curve of infinity, the 
reach of the universe returning on itself. 
Subjectively, one feels oneself drawn into 
the pure colour, the pure light, so that there 
is no more in front of or behind, no above, 
no below. One is a speck on the face of no- 
thingness. 


Can this have movement, then? Perhaps 
one sees the answer best in a comparison 
with the gold-ground. Against the burning 
base the sacred figures are blackish and ab- 
solutely still. It is the timeless, static Infinite 
of Christian mysticism. Yves is in many 
ways equivalent, but it is an equivalence out 
of another period. His grounds absorb the 
eye. A red plate spins out like a sun or like 
a halo. A blue rectangle draws one into outer 
space. A white wall has a running shift of 
light and shadow, full of life. In all the ele- 
ment of movement is unmistakable; but it 
does not come from an outer agency. Colour 
is all. On the material side, this painting is 
anti-peinture. That is, supersensuous. So too 
were Mondrian and Malewitsch. What is the 
difference? With all the beauty and fresh- 
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ness of their colour, the Constructivists were 


cold. That this was in the nature of thei — 


art and not an accident of temperament one 
can see from the history of their followers 
from Vordemberge-Gildewart to Vasarely. 
Attempting to develop their inheritance 
these introduced the warmer tones, more 
complex colours. At once the whole thing is 
destroyed. An academic Kitsch is the result, 
In actual fact Yves’ colour is nearer to Miro 
than to Mondrian. It is warm, beaming, vital, 
but spiritual. Sometimes it is rather ceremon- 
ial, as though it were the curtain in the 
anteroom of the gods. 


This ceremonial character is maybe the 
best key to Yves’ philosophy. As I said, he is 
in some ways equivalent to the painters of 
the gold-ground. There is the same contem- 
plation of the infinite, the same search for 
grand synthesis, the dissolution of the indi- 
vidual. But these things, in a form oddly 
enough closer to us, can be found in the art 
of the Far East. As Professor Northrop of 
Yale remarks: 


“... the Oriental uses the purely aesthetic 
to constitute the nature of the Divine, instead 
of using the aesthetic merely as an analogical 
symbol to convey a divinity which is defined 
in some other way.’ 


Yves was some years in Japan. He holds the 
black sash in Judo—and the Japanese do not 
separate sport from their culture as we do. 
His exhibition with its empty room, which 
gave the gutter press of Paris so much fun, 
is something which an Oriental would find 
natural. The principle of stripping-down 
the material of expression, the power of in- 
ner concentration, the sense of immanent 
divinity, these are things which the Far East 
has not lost. Yves has learned them again 
and can apply them in the modern world. 
But in the West the six or seven centuries 
ef outward-turning—invention, discovery, 
modern civilisation—have left Man so empty 
of himself that only the End-Game is left to 
play. 

This takes me to another aspect: the histor- 
ical position of Kricke and Yves. First on 
the formal side. The present generation of 
European art is lyrical and anti-monumental. 
Its fathers are Miré and Calder. It was they 
who made the break with Cubism and Con- 
structivism—which was, at the same time, 
the last break with the Renaissance. From 
them the line runs, with some more Americ- 
an assistance, to the informels. The few new 
monumental artists, a Soulages or Robert 
Adams, are quite isolated from the general 
European trend. But with the informels and 
corresponding sculptors such as Paolozzi or 
César, the line of a whole generation ends. 
The parallel to late impressionism is quite 
obvious. And it is not surprising to find 
everywhere in Europe the best thirty-year- 
olds searching for the basis of a monumental 
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art. The difficulties are enormous, For mean- 
while the last traces of Renaissance thinking 
have all gone, and what the present offers 
seems quite contradictory. For how can 


| dynamism or atomic views of matter jibe 


' with any monumental principale? That has 


— 


| always depended on structure, mass, weight 


or density. Here, I think, both Yves and 
Kricke do offer possibilities. The sculptor’s 
expression depends, as we have seen, on the 
build-up of elements of space. His spaces are 
convincing only as he creates them by forms 
of movement. And the structure which makes 
this possible dissolves its own materiality. 
Monumentality is an affair of proportions and 
relationships, and these are here, just as they 
are in music. In painting the young men 
swing to and fro unhappily from a structure 
which contradicts their apprehension of the 
world and a dissolving of form which disap- 
points their need for order. This impasse 
Yves ignores. His colour, fluctuating and vi- 
prating, is the stuff of movement. Its all- 
embracing character gives it a monumental 
quality multidimensional as the sky. 


On the other side there is the question of 
philosophy, of attitude, It is clear that there 
is a strongly pessimistic strain in postwar 
art: polemical in Dubuffet, elegiac in Vieira 
da Silva, mystical in Manessier; and in Gia- 
cometti, Richier and certain works of Ma- 
rini, of a Beckett-like intensity. The same 
thing gives the pompiérisme of Bernard Buf- 
fet and of Francis Bacon sociolugical though 
not artistic interest. On Mme Rousseau’s 
dictum ? that art is determined by the social 
relationships of the time on one side, and by 
the cosmic view on the other, such a trend is 
quite explicable. Since the optimism of “De 
Stijl” was past, Europe has experienced one 
crushing disappointment and one horror on 
another. It stands today, with the whole 
world, before the greatest danger in its his- 
tory. On the other hand, there is the inner 
contradiction of our culture now. Natural 
and moral science have destroyed the Renais- 
sance tradition. But the “scientific attitude”, 
with all its extraversion and its certainty, 
and the materialism which results from its 
technology, have their last refuge with the 
spiessbiirger today. Here again, then, it seems 
to me that Yves and Kricke are among those 
who may head a reaction. They are des purs 
—a very different thing from purists. They 
offer a non-mystical principle of contemplat- 
ion,a new kind of ordre for the post-renais- 
sance world, a synthesis, That could have a 
ee not only for art but for society 


That sounds like a rhetorical exaggeration. 
But take Kricke’s foutain, the Water Col- 
umns being made for Gelsenkirchen and 
also for Salzufeln, for a hospital. These plexi- 
glass cylinders can be made on any scale. 
Water rises inside them, overflows and runs 
down silently. So far as the eye is concerned, 


these are columns of water, constant, with- 
out bubbles, quivering slightly, breaking up 
the light. They will not stand above a sheet 
of water but on the dry ground, an unseen 
trough and channel carrying the overflow. 
They will not be isolated, as a kind of mon- 
ument, but ordered loosely so that everyone 
can pass between. Given a larger space, a 
great square or the approach to a modern 
building, the number and, if necessary, size 
can be increased. The classical colonnade and 
the rococo fountain are fused, so to speak. 
And the change in the form reflects the shift 
away from an authoritarian society. The func- 
tion too, for it is clear that these new forms 
of water are intended for quite other clim- 
ates than Northern Europe. A maze of 
columns, perhaps mixed with trees, could 
transform a city in the Near East, in South 
America, in India, in Southern California. 
And the coolness they could give would by 
their nature be for all, not for the few. This 
is the merest start, though. Kricke’s other 
water projects are not published yet. But 
they go beyond architecture, beyond plan- 
ning, in a sense. The great disappointment 
of the modern city is its inhumanity. Quite 
apart from the show-off element which pow- 
er brings (whether of private wealth or of 
the state), it has only a schematic relation 
to human needs. Its proportions have no real 
human scale. In the past on the other hand, 
art from cathedrals to communal dances has 
played a big part in shaping social forms. 
But not as “art”. I doubt if putting abstract 
sculptures in the streets does any good at 
all. Epater le bourgeois is an activity for im- 
potent bohemians. But, unseen to re-form 
the whole environment is something else. 
Kricke’s plans for his fellowship are all along 
these lines. And already they have caught 
the eye of one the greatest living architects. 


Yves too is engagé. His painting in its nat- 
ure is not easel work. At Gelsenkirchen, 
with a wholly glass facade, he will have the 
huge side-walls of the foyer for his blue, the 
shorter end-walls white. The seer will be 
caught in colour, as the electronic-music 
hearer is enclosed in sound.‘ The relation 
between Yves’ empty gallery, with its tex- 
tured white walls, and the theatre, is rather 
like that of the monk’s cell and the cathedral 
alight with its stained glass. It is the tie be- 
tween the inner concentration, meditation if 
you will, and celebration, ritual. Just so—to 
keep up the analogy—have Yves’ firework 
and floodlighting displays a parallel to the 
Fiesta dance in Mexico (where they use fire- 
works too) or the church procession of the 
past. They are an attempt to share the pur- 
ity and ecstacy of the artist in isolation, and 
to give his isolation a relief. But now Yves 
seems engagé in a more direct sense. His 
latest scheme is to proclaim “the revolution 
of sensibility” in politics. There is to be a 


(Continued on page 89) 
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Max Walter Svanberg: a Swedish Artist by Steen Colding 


How did this exotic oriental flower come to Sweden? How can it set root in this rocky soi]? 


Viewing Max Walter Svanberg’s pictures—which glow with the colours of a mediaeval}. 


missal and are sometimes adorned with beads and tinted glass—we feel ourselves trans. 
ported to the times in which Persian miniatures and Byzantine art were created. But there 
is a trace of this fabulating, embroidery-like, ornamental art of painting in Swedish folk-art 
too, in the so-called «Dalar paintings». 


Portrait of a star, The Kiss of the Pearl, The Queen of Hearts shows the Tower her latest 
Metamorphosis, The Heart of the Unfathomable, are the titles of some of his pictures— 
paintings in which he expresses his adoration of womanhood. “Voici vraiment la femme 
au centre de Vunivers, sous toutes les fléches du ‘jamais vu’. Elle rivalise avec le plus beau 
nu qui fut jamais tracé: L’Etoile a pleuré rose au coeur de tes oreilles”, says André Bre- 
ton in his preface to the catalogue of Svanberg’s exhibition at L’Etoile scellée in April, 
1955. Woman exalted in infinite potence. Woman as feline, as a butterfly, or clad in the 
metallic wings of beetles. Woman humble and demanding. 


Svanberg does not portray anything—not even his own dreams—, he creates pictures. In 
a wonderful colour-film which he made himself during the creation of one his paintings 
(the time-period covers more than two weeks) this process takes place before our eyes. 
As nature lifts flowers to the light and lets them develop, Svanberg’s pictures grow and 
burgeon. The composition continually changes. Many pictures are seen, each seemingly 
finished and perfect in shape and colour; but the artist is not satisfied and works on. In 
the final version these earlier effects live on, imbuing it with secret, almost magical qualities, 
and giving it an unusual depth and completeness. It is the most absorbing “art film” I have 
ever seen—perhaps because it was made by the artist himself, assisted by his wife, and with- 
out “professional” meddling and false dramatics. 


Svanberg’s paintings seem to be inspired by an instinct which has always existed, a message 
from the Cosmos, perhaps from times when the highest living creature on earth was a 
fish—we seem to feel, even to see the cold blood under the scales! Is he the reincarnation 
of an artist who walked in the hanging gardens of Babylon, or one of those who cut hiero- 
glyphs in the walls of Thebes? Did he die in the year 79 in the burning lava at Pompeii; 
or was he the first artist to create heraldic symbols, to form an Ikon? Was he a companion 
of Arcimboldo, Brueghel, Diirer and Blake? 


All we know is that the poetry in his paintings gives impulse to dizzying flights of fancy 
—and that is, in truth, the goal of all real poetry. 


[??? H’m.—Editor. Those who share the views and tastes of our distinguished colleague, Steen 
Colding, will be interested in his essay on Svanberg in The Studio of December, 1949, and 
in his introduction to a folio of lithographs issued by the artist in 1950. See further: Medium 
No. 3, 1954, and Surréalisme méme, No. 1.] 


Some current and forthcoming exhibitions in Sweden and Denmark 


Gothenburg: Konstmuseum, Modern Art in Israel, from 12/9; Paul Klee, paintings from various periods, 
from 20/10; Ivar Arosenius, oils, watercolours and drawings, from about 1/12. 


Stockholm: National Museum, Five Centuries of French Art, till 9/11. Galerie d’Art Latin: Georges Mathieu, 
recent paintings, October—November. 


Copenhagen: Athenaeum, Clifford Wright, paintings, till 30/9; Peder Linnet, sculpture, and Elisabeth Nilson, 
paintings, till 16/10; Preben Hansen, paintings, 18/10—1/11; Harald Leth, paintings, 4—18/11; Olaf Markussen, 
paintings, 20/11—4/12; Anker Landberg, paintings, 6—20/12. Charlottenborg: Autumn exhibition of paintings, 
sculpture and architecture, October. Galerie Hybler: Harald Isenstein, sculpture, till 19/9; Mette Schou, 
paintings, till 5/10; Inger Hanmann and Mette Schou, paintings, 7— 23/10. 
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John Ferren by Georgine Oeri 


The New York painter John Ferren is generally regarded as an abstract expressionist. Such 
labels, however, tend to overemphasize the similarities and to obscure the differences between 
individual ways of searching and accomplishment. As Ferren himself once remarked, “Art 
movements are less closely knit than they appear in history books”. And in his case the inter- 
relationships between appearance and fact also reflect the complexity of his development. 


With Ferren one inevitably begins with the appearance, for he is a handsome man, and his 
manner is kindly and sociable. To meet him means to be immediately at ease. But his 
urbanity is only a screen, and behind it is a withdrawn, rugged solitary. In this, his appear- 
ance, he carries the first of many unsuspected contradictions: the fact that he seems to be 
blessed with having none. He is, essentially, a man of balance who has spent a life-time 
struggling to find his balance. He is still on the way. 


Ferren’s paintings are no less deceptive. Through all the changes his work has undergone— 
and there have been many, so many that one might see in their very diversity an element of 
constancy—the work invariably appears pleasing and agreeable, if not smooth and elegant. 
For this reason he is often underestimated. The fact that he is a hard, serious worker, as 
well as a serious, thorough thinker, is hidden behind the surface composure. 


The same qualities that make it easy for him to get along with everybody and to establish 
quick contact with his fellow-men, are an obstacle to recognition of his real range and scope. 
His paintings gain in weight and stature the more often one sees them. They grow slowly, 
they hold up well. This leads us to consider another set of contradictions. 


In contrast to his apparent versatility, Ferren is a slow-mover, a slow-developer. Progress is for 
him a hard-won achievement. To begin with, he was not one of those precocious youngsters 
who, ever since they can remember, were possessed by a fervent desire to become painters, 
or even artists. Ferren—born in Pendleton, Oregon—thought when he was a boy of becoming 
an electrical engineer, and as a young man began to work for the telephone company in San 
Francisco. He more or less drifted—at any rate, at first—into the world of the arts by 
becoming acquainted with the writers and painters living on San Francisco’s Telegraph Hill. 
There followed gradual stages from carving in a stone yard to doing sculpture, until the realm 
of painting, the discovery of colour, captured him when he was in his mid-twenties. 


It is part of Ferren’s struggle, if not altogether characteristic of it, that his work is almost 
always what he calls “out of step” with whatever current situation he finds himself in. And 
this in spite of the fact that he has always found himself in the places where things were 
“happening”, and took an active part in them. 


In 1929 he made his first trip to Paris. When he returned in 1930 his pictures reflected the 
Paris art scene—a primary concern for organizing colour and form. He had his first one-man 
show in San Francisco, which at that time admired Diego Rivera, and Orozco, and was involved 
with “social significance”. When he went to Europe again in 1931, he soon became part of the 
artistic life of Paris, achieving recognition as an abstract artist. He exhibited with the Sur- 
Indépendants, at the Galerie Pierre, and with the Abstraction-Création group, and Christian 
Zervos presented his work in Cahiers d’Art. But again, as an American, he was not truly one of 
“them”. During the mid-thirties he also showed in New York at the Reinhardt Gallery (1934) 
and with Pierre Matisse (1936, ’37, ’38) who sent his work to the Chicago Arts Club, the 
Minneapolis Art Institute, the San Francisco Museum and the Putzel Gallery in Los Angeles. 
The outbreak of the second World War uprooted him; its surging events of terror had fore- 
bodingly manifested themselves in a series of disfigured heads, even before he was swept back 
to America. Grave doubts—“humanist” doubts, he called them—as to the validity of abstract 
expression tormented him and compelled him to explore figurative possibilities, but with no 
teal inner satisfaction. 


The war took him abroad for a third time, as an intelligence officer in the army. When he 
returned to America in 1946 after almost three years of service, he faced his figure com- 
positions with unrelieved discontent. Slowly and painfully he came to find that his position 
was “not tenable”. Slowly, in his maturity, he fought his way through to his early interest in 
the “essence of nature”. Whether he liked it or not, he had to validate with his reasoning 
consciousness what he had arrived at intuitively at the outset of his career. Years later, in 
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a paper “An Artist Pursues the Reality Beneath the Appearance”, he was able to state: “I » 


longer have any quarrel with appearance or with abstraction. The truth is fleshier tha,/§ both m 
abstraction and the skin of appearances is true, but is only a footnote to a greater rhythm! § Althous 
Both are, at bottom, intellectual conceptions.” | Sof wha’ 
He settled down in New York in 1939 and became part of the New York scene. But while he| oe 


undoubtedly feels, with justification, that he “belongs” to the New York scene and has contri-| cha 
buted to making it, he also feels that he is essentially a painter of the West. He bough | ot his 4 
property near Los Angeles in 1946 and has worked there ever since during the summer month; |}. a ca 
That he has a strongly individual quality was amply evidenced by the extensive controversy 50 a 
that arose on the occasion of his last exhibition in the Spring of 1957 at the Stable Gallery ip - it 
New York, where he has shown regularly since 1955. cine is 


It was a “theme” show. The dozen or so pictures—the output of the previous summer in| | content 
California—had a recognizable and basically always identical subject-matter: a vase. In some) farfetch 
of them it came closer to looking like a chalice, or a bowl, or beaker, but in all of them the}) are wit 
main, and generally upsetting feature was that unmistakable central image. Sometimes this} energy | 
was set off-center within the picture surface, but always it was presented in a clearly defined There s 
pattern of strict symmetry. Form and colour balanced each other perfectly on either side of has at 1 
an invisible, but powerfully present middle axis. At the same time, colour was used in the# concept 
freeest possible manner: bright yellows, reds and crimsons held by sumptuous, glowing blues |) medium 
lush luminous colours applied with free, sure strokes, boiling in and around the contour of of bala 
the vases. The colours, as though heightened in their intensity by the containing forms, can ext 
transcended them, enveloping the “inside” and “outside” at once, binding space—surface and | through 
depth—into one brilliant fire-work interspersed with free-flowing yet controlled dripped paint| | 
in silver and gold. : 


If anyone had, in theory, thought out how the most extreme deviation from abstract-express- lours a 
ionism would look, his imagination could not have exceeded what John Ferren did in these ‘replaces 
pictures. While the prevailing concept of picture-making precluded a pre-conceived image, d and sen 
Ferren apparently started out with just that. While symmetry is opposed to the free and/ ‘is like 
uncentered (or many-centered) orientation of abstract-expressionist pictures, Ferren now in-| Objects 
sisted on a central image and an axial organisation. While recognizable subject-matter was nudes a 
generally considered an interference with direct and pure expression, Ferren forced his vase © by 
on the viewer. While colour was used as the vehicle of the inner gesture, embodying the It is ; 
expressive statement, Ferren used it in a way which seemingly emphasized its surface values. | supertic 
The response, with very few exceptions bewildered and even outraged, indicated not only that 
there really existed in New York something like a “school” with dogmatic inclinations, which | 
was somewhat ironic; it also evidenced an ironic situation so far as John Ferren was con-| | THWAL 
cerned. A man whose temperament naturally inclines him to identify with the most advanced 
trends, and who, by the same token, seeks to find fellow-fighters near him when it comes to! aay 
driving a spearhead into new territory—he was, once again, “out of step”, and this time to the Pi Mic 
extent of extreme provocation. A tempered, deliberate man, he found himself attacked for} jaspon 
the very courage which he had every reason to believe his fellow artists and comrades-in-| as the g 
arms shared with him. An artist who may have done nothing but follow the abstract-express- | ing: wh 
ionist concepts through and carry them farther, letting the emerging imagery “happen” to him} Dada w 


“govern 


and (though trying hard to fight it off) eventually giving in to it, he was accused of violating | )a break 
these concepts. - cer 
o me, 


Of course, all of this is intrinsically part of Ferren’s own pattern of contradictions. For | establis! 
though the criticism he received was excessive, the misunderstanding from which it stemmed | of 1958 
was one he had unwittingly helped to create. In a way, perhaps, Ferren the skilled craftsman 
had gotten the better of the Ferren who now, possibly for the first time, had found his full . 
range. For, if it was a difficult task for the artist to break through, or rather, to be broken baggy 
through by this new and commanding imagery, it was a hard task for the viewer, too, to soners, , 
break through the “smoke-screen” artistry of a paint magician in order to arrive at the real 
core-image of the pictures, for which the subject-matter, the vases, was yet another screen. superio} 
Several years ago (in 1952), in an address given before a group of scientists and entitled “Art| to the | 
and Creative Thinking”, Ferren had said: “The painter ... is concerned with linking exterior} course, 
with interior personal structures... He is trying to create structure patterns which exteriorize} lead the 
an inside, felt organism. At the same time he feels or senses that these inner structures are) ™ conc 
paralleled by the phenomena of nature... So the artist feels authorized to hunt inward as well | Position 


b 
€ 


te: “I ni eas outward. One can say that painting of this persuasion comes from underneath the skin of 
ier than both man and nature, and when finished has its own skin, as natural to it as the bark of a tree.” 
rhythm! | Although Ferren was not, at the time, talking specifically about his own work, his description 
‘Sof what the artist is trying to do comes out of his experience as an artist, and fits his own 

aims. He does “hunt inward as well as outward”; he always did. The self-imposed discipline 


while be} of introducing the vase into his paintings has set him free, more than before, to act as just 
> contri. such a hunter for the interplay between that which is within and that which is without. Each 
bought of his vessels appears doubled, as though each contour echoed the other. They interpenetrate 
months in a carefully maintained ambiguity so that several withins and withouts are simultaneously 
troversy |) nresent and interchangeable. It is, therefore, impossible to separate the vessel-form from 
allery in what it contains: it is its own content. The vessels themselves are boiling, as much as some- 
thing is boiling in and around them. The fire which heats them and seems to bring their fluid 

amer jn} content to a boil is also contained within them. We may also think—and it does not seem too 


In some} farfetched, considering Ferren’s early scientific inclinations, which are still with him—that we 
rem the) are witnessing the primary processes of the transformation of matter, the precipitations of 
nes this energy into substance, bursts of light, basic elements seeking a harmony of order. 


defined} there seems to be no question that we are also witnessing here the work of an artist who 


side of) has at last found his own authentic material, through which he is able to fuse the profound 
| in the F) conceptions of which he is capable with the delights of visible appearance, in the sensuous 
g blues > medium which is his by long conquest and which he handles with sovereign power. The man 
tour of|) of balance has found in art, so it seems, the means of reconciling his contradictions, and we 
forms, ‘can expect him to carry the full weight of his message into that “breathing space”, realized 
ace and/ through the lustre of colour, which he has envisaged. 
2d paint | 
ALLOWAY: Fautrier (continued from page 76) 
XPTeSS-} iours and mutilated forms of this series are and take on individual character with famil- 
al these ‘replaced in the Nudes (1945—55) by grace  iarity. In the same way two of Dubuffet’s 
image,} and sensuality. The typical form of this series Philosophical Stones are actually less alike 
ee and| is like an amoebic petite Morphée. In the than one Philosophical Stone and one of his 
ow in-| Objects (1945—1955) the soft forms of the Tables, If you start with a resemblance be- 
er was nudes are replaced by sharp-cornered forms tween works of art, all that you discover will 
is vase and by darker, colder colour. tend to differentiate them. The reverse of this 
ng the 2 ’ process happens with a brash artist like Appel 
cabo It is a paradox that the works of Fautrier, whose many pictures, after an initial stormy 
ly that | superficially so close to one another, diverge impact, all turn into the same picture. 
which | 
s con-| THWAITES: Yves and Kricke continued from page 85) 
vanced| “government of blue” ... Complete with pro- times of political disintegration, for he is free 
mes ty| $'amme and, I suppose, candidates he is wait- then from the pressures of conventional 
to the | 28 for the moment, he says. Coming from society. But he is the giver of the new Form 
ot the ee has a touch of Tartarin de Ta- (re-form) to the spiritual life. 
r “ : £499 : “ 
les-in- aie, Pn. ~A be = nel oe this Paris ae Why is it’, said Yves recently “that 
cpress- | ing: what I would call his optimistic . France, for all its catastrophic politics, has 
to him f Dada was a blow at satiety which ahleved such a radiation in the world? What can it 
ie y. a <- be but the strength of its art?” 
olating | 2 breakthrough for everything we value in 
/this century. Yves wants to strike, it seems 1 At the Iris Clert Gallery in Paris. 
to me, at insecurity and fear, in order to : . ~~ 

s. For} establish some kind of validity. The parallel Pn. pp oy eens ey hte A per 
mmed | of 1958 with 1916 is the need to oppose mat- i 

tsman | erialism and murder. The artist is not al- 3F.S.C. Northrop. The Meeting of East 
is full | Ways futile in oe practical. There are two and West. (Macmillan, N. Y. 1946.) 

yroken | °88€S, interestingly parallel, from the last ‘The foyer will also contain stucco work 
‘oo, to} Wat: Jean Hélion and Fritz Winter were pri- }y the German sculptor Paul Dierkes who 

al |) jners, respectively, in Germany and in Si- was later added to the team 

e rea’) beria. Their “practical” companions and : 

icreen. | superior officers shrank to a nullity. It was . 

i “Art| to the poor painters, ignored in the normal 

‘terior | course, that everybody turned. Both rose to (Mr. Thwaites, distinguished English critic, 
riorize} lead the internees and keep their morale up, author of “Ich hasse die moderne Kunst”, and 
es are) M conditions of desperation. The artist’s long-time resident of Germany, operates at 
s well Position is contradictory. He flourishes in present from Diisseldorf.—Editor.) 
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Paris Chronique (Juin-Juillet) 


Laissons de cété l’histoire dramatique de 


Modigliani, et sa légende répandue au- 
jourd’hui dans le populaire par un film ré- 
cent, qui a certainement contribué en partie a 
lénorme succés de l’exposition Modigliani 4 
la Galerie Charpentier. Mises 4 part toutes 
considérations sentimentales, l’exposition est 
souvent belle et émouvante, et donne de ce 
peintre un assez noble idée. Il serait vain de 
lui reprocher quelque monotonie, sous le pré- 
texte que Modigliani n’a fait que des portraits 
et des nus, et que dans |’un ou l'autre cas, les 
attitudes ne varient guére. Ce peintre est mort 
a trente-six ans, et la partie la plus interes- 
sante de son ceuvre est produite en cing an- 
nées. A peine a-t-il le temps de conquérir son 
style: il s’acharne sur quelques figures idé- 
ales; varier les poses et les gestes, c’est un 
souci secondaire et superflu, qui lui serait 
probablement nuisible. Ici une certaine répé- 
tition ne marque pas la limite de l’imagina- 
tion, mais la discipline qu’elle s’impose afin 
d’affermir d’abord ses moyens. Il y a dans 
tout art vrai un certain refus qui pourrait 
passer pour de la pauvreté. 


Si Modigliani pensait dans sa jeunesse se 
consacrer a la sculpture, a laquelle l’initiait 
Brancusi, il n’a laissé en ce domaine que des 
ébauches, et surtout des croquis en vue de 
réalisations ultérieures, mais il gardera tou- 
jours de ces tentatives un souci certain du vo- 
lume. Qu’il ait admiré Cézanne, ait été influ- 
encé par le fauvisme (nous en voyons ici quel- 
ques exemples du début), par l’art négre et 
méme le cubisme, c’est certain. Comment n’en 
aurait-il pas été autrement pour un jeune ar- 
tiste intelligent qui vivait 4 cette extraordi- 
naire époque? II n’avait qu’a respirer l’air de 
Montmartre ou de Montparnasse. Mais quand 
il respirait cet air 1a, il était hanté par la 
grande peinture italienne, par le Quattrocento. 
Ces préoccupations et obsessions diverses, 
lattrait du passé et le goat du nouveau, le 
méneront a une création personnelle, une 
ceuvre harmonieuse et solide, d’une élégance 
indiscutable, mais ou le maniérisme est par- 
fois excessif et désagréable. Ce qui est poig- 
nant chez lui est le désir qu’il montre de gar- 
der a la figure humaine son pouvoir sensible, 
son attirance sensuelle ou sentimental, son 
poids de vie intérieure. Mais alors que Soutine 
dans ses portraits se laissait entrainer 4 la 
violence et a la déformation expressionniste, 
Modigliani était retenu par son obsession ita- 
liennne, son goat de l’harmonie, de la mélodie, 
de la ligne pure. Atteint-il véritablement la 
vie intérieure de ses modéles, ou plutét ne 
la saisit-il pas 4 travers sa propre sensibilité, 
une certaine mélancolie continue? Ce qui 
frappe le visiteur de cette exposition est que 
tous les modéles témoignent, sinon tous d’une 
profonde tristesse, du moins d’une constante 
gravité. Aucun visage ne sourit et ils ont a 
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Georges Limbour 


peu prés tous le méme regard. C’est peut étre 
que la facture des yeux ne varie gure? On, 
maintes fois répété que Modigliani fait de 


yeux en amandes. Pourtant si l’on regarde/ 


d’un peu prés, on s’apercoit que les yeux qu’ij 
peints sont en réalité trés divers. Ce qui nm 
change pas, c’est la fixité du regard, par 
que c’est un regard de modéle fixé sur celyj 
du peintre. La pose et son cérémonial, son} 
pour l’artiste, une maniére de faire entrer sop 
modéle dans le monde de la peinture. Les per- 
sonnages de Modigliani sont tous des person- 
nages en train de poser, et de poser devant 
Modigliani justement, et ils entrent ainsi dans 
une méme grande famille ot les membres 


partagent la méme calme tristesse ou la mé-|- 
me patiente indifférence. Les fillettes, qui en 


savent déja trop long sur la vie, et certaines 
jeunes filles ont parfois une beauté poignante, 
comme La fillette en robe noire, La petite Fille 


en bleu, ou Marie fille du peuple. Les con-) 


tours du visage sont finement dessinés, et les 
complexions ne varient guére, plus ou moins 
chaudement ocrées, les mains étant, si elles 


apparaissent, de méme couleur, Si les cou-} 


leurs sont graves et peu nombreuses, le dé- 
cor est a peu prés inexistant, un dossier de 
chaise ou de fauteuil derriére une épaule, Ie 
bois d’une cloison, au plus les angles des 
mures et du plancher. Mais cet espace vide 
d’objet d’ou surgit, immobile le personnage, 
est chargé d’un pouvoir troublant, a quoi 
l’on reconnait un peintre qui sait donner a 


la moindre surface de maniére indécise, vie} 


et mystére. 


Ce dessin particulier 4 Modigliani, ces cour- 
bes sensuellement élégantes a l’intérieur des- 
quelles apparaissent des volumes délicate- 
ment, voire imperceptiblement modéles, feront 
la beauté de ses nus, ow le peintre s’efforce de 
toute évidence de réaliser un idéal qu’il se 
propose. Aussi, tant que la perfection ne sera 
pas atteinte, point n’est besoin de changer 


lattitude du modéle. Modigliani refait tou-| 


jours a peu prés le méme nu. Du moins les 
nus couchés se présentent-ils toujours | 


téte a gauche, le visage tourné vers le peintre, | 
vaguement attentif 4 ses gestes. Sauf excep-| 


tion, les cuisses sont coupées au dessus des ge- 
noux, et les bras, qui enserrent le visage, au 
dessus des coudes. Le visage impassible parait 
souvent un masque, la ligne qui le cerne étant 
plus accusée que celle qui limite les membres, 
et les yeux étant sombrement ouverts comme 
des trous. Ces nus couchés sont sveltes e 
purs, harmonieux comme le désirait Modi- 
gliani, sensuels de lignes, tandis que la cou- 
leur du corps, ocrée et chaude, tout juste sou- 
levée par quelques ombres, cherche le calme 
de la décoration monumentale, peut étre des 
grandes figures des fresques. Cependant les 
nus assis ou debout, tels qu’ils nous apparais- 
sent dans cette exposition, sont maniérés, 
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presque jusqu’a la miévrerie. Ces femmes ont 
les épaules trop arrondies et tombantes de 
certains personnages des portraits; elles tien- 
nent la téte penchée comme si elles n’avaient 
pas la force de la tenir, et elles ne savent ou 
placer leurs mains, avec lesquelles elles font 
mine de se cacher pudiquement. 


] Quand elle fait une exposition, la Galerie 
) Charpentier ne montre jamais moins que cent 
toiles. Tout va chez elle a la centaine, 4 quoi 
sajoutent les esquises, dessins, etc. ... Une 
telle abondance répond a la large publicité 
du film récent. Mais il aurait suffit a la gloire 
de Modigliani d’une douzaine de toiles, et par- 
mi lesquelles tout au plus deux nus. 


. 


Nous éprouvons un plaisir extréme 4 visiter 
‘ART JAPONAIS A TRAVERS LES SIE- 
/CLES et passons d’une époque 4a l’autre sous 
le charme d’un art trés varié et d’une vive 
» imagination. Cependant nous avons l’impres- 
‘sion que les nombreuses ceuvres rassemblées, 
) soit en sculpture, soit en peinture, si magni- 
‘fiques que soient certaines, ne sont pas les 
plus originales de l’art extréme oriental. Le 
‘Japon a été a différentes périodes influencé 
/par le continent asiatique. Mais les artistes 
jnippons ont une invention impétueuse, une 
| grande verve satirique, 4 la fois le goat du 
| fantastique et du réalisme, de la grace poé- 
tique, et une plaisante virtuosité. 


Nous partons de l’époque néolithique (troi- 
siéme et deuxiéme millénaire), dont on nous 
montre quelques figurines en argile cuite, a 
usages rituels, d’une ornementation déja sa- 
'vante, pour passer de la a une période trés 
émouvante, dite des grandes sépultures 
(3e—6e siécles P.C.). Les grands personnages 
' de cette époque sont enterrés sous de vastes 
tumules dont la base est retenue par des cy- 
lindres en terre cuite surmontés de person- 
nages ou d’animaux. Ainsi voyons nous un 
singe, une téte de biche, un guerrier avec 
casque et cuirasse, des femmes habillées, 
etc. ... modéles de facon simple, mais vive- 
ment expressives. Ces piéces sont présentées 
de maniére trés évocative, sur une vaste table 
jonchée de morceaux de pierres shisteuses. 


Cependant le Bouddhisme s’introduit au 
Japon au début du sixiéme siécle, et la nou- 
velle religion va faire apparaitre de nombreu- 
ses représentations du Bouddha, tel un Nyo- 
rai, d’inspiration chinoise, en bronze doré 
ou Cakya-Muni assis sur un socle caché par 
j les amples plis de sa robe. D’autres bronzes 


a 


niérés, 


dorés représentent des divinités, mais les vi- 
sages n’ont pas la beauté sereine et mysté- 
rieuse de la grande sculpture bouddhique. 
’ Différentes statues en bois rehaussé de cou- 
leurs sont des divinités, des messagers, des 
| gardiens ou adorateurs célestes, belles statues 
ou il y a le sens de la draperie ample et du 
souple mouvement, mais qui évoluent du 8e 
au 13e siécle vers un réalisme de virtuose. 


Les masques (du 8e au 18e siécle) religieux 
ou masque de Né, évoquent des légendes ot 
l’effroi joue souvent un réle important, mais 
il arrive que dans les musées les ceuvres hor- 
rifiantes, ot l’imagination se force, ne sont 
que grimacantes et démunies de leur pouvoir. 


De la peinture bouddhique, nous voyons de 
grands Kakemono, peintures sur soie pou- 
vant étre roulées, verticalement, datant du 
9e au 13e siécle. Ils illustrent des légendes 
bouddhiques, avec une grande profusion: de 
détails ou l’imagination cosmique se donne 
libre cours. Certains sont de caractére fan- 
tastique, c’est le merveilleux, avec, comme il 
est dans le goiit oriental, des personnages ter- 
rifiants; d’autres, parmi les plus tardives, 
sont d’inspiration plus réaliste..Quelques un 
semblent avoir subi l’influence de la Chine 
des T’ang, puis de celle des Song. Le dessin 
au trait est fin et précis, les tons somptueux, 
parfois rehaussés de feuilles d’or, ont une dé- 
licatesse un peu fanée, mais non passée; c’est 
la facon de vieillir du kakemono différente 
de celle de la peinture a l’huile, qui lui donne 
un aspect enchanteur. 


Les Makimono sont de longues bandes de 
peintures sur papier que l’on regarde en les 
déroulant devant soi horizontalement. Nous 
en voyons ici de trés extraordinaires, du 12e 
au 13e siécle. Ils nous permettent d’apprécier 
les dessinateurs japonais ou les coloristes, 
leur prodigieuse richesse d’invention, leur 
humour, leur truculence méme, leur sensibi- 
lité et leur grace. Et il y a aussi chez eux un 
sens admirable du mouvement. 


Quelques un de ces Makimono, racontent 
des histoires satiriques jouées par de nom- 
breux animaux. Nous voyons par exemple 
une parade goyesque d’animaux imitant une 
procession bouddhique. Un autre makimono, 
en couleurs et ot alternent textes et dessins 
(Rouleau des Damnés Faméliques), nous mon- 
tre les supplices subis par les gloutons aprés 
leur mort. Un autre encore nous proméne a 
travers les sections des huit enférs. 


A cété de ces imaginations fantastiques et 
cruelles, des récits tendres ou édifiants nous 
sont faits de la vie de moines, fondateurs de 
sectes, etc. ... Les couleurs sont vives et jo- 
yeuses, les petits personnages nombreux et 
animés. Les paysage imaginaires ou infer- 
naux font place aux gracieuses collines japo- 
naises; les prairies sont fraiches et les arbres 
fleuris sous un ciel enchanté. Nous pouvons 
aussi connaitre les mceurs de l’époque, costu- 
mes et architectures, par des réunions de 
courtisans ow ils sont portraiturés avec grand 
soin. 


Malheureusement ces makimono étant assez 
long, on ne peut nous en dérouler que quel- 
ques scénes; elles nous permettent d’imaginer 
le nombre considérable de trésors qui peuvent 
se trouver dans les monastéres. I] ne faut pas 
oublier qu’a cette époque le roman est au 
Japon un art florissant. 
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Le lavis a l’encre de Chine s’est développé 
parmi les moines au l4e siécle. Avec l’encre, 
nous retrouvons le Kakemono dessiné au 
trait ou peint sur papier. Ces ceuvres inspi- 
rées, qui nous donnent l'image d’un songe se- 
rein, ne sont jamais surchargées et de grand 
espaces vide ou vapoureux s’ouvrent sur le 
papier. Ce sont des paysages, généralement 
montagneux, avec des lacs, des fles plantées 
de beaux arbres, des pécheurs et des barques. 
Il y a encore la sans doute une inspiration 
chinoise. Le peintre Shubun, par exemple, re- 


présente un site chinois célébre, dans un style 
qui vient des Song. Ces ceuvres, du l4e au l6e 
siécle, étant aussi diverses que nombreuses, 
il n’est pas possible d’insister sur leurs qua- 
lités respectives. 


Nous connaissons davantage les ceuvres des 
siécles suivants dont nous trouvons des exem- 
ples remarquables, soit en kakemono, soit en 
paravents, ou en évantails: peintures a l’encre 
sur papier (arbres ou animaux), ceuvres plus 
ou moins naturalistes montrant une contem- 
plation et un amour familier de la nature, 
avec un large sens de l’espace et du mouve- 
ment; peintures en couleurs, parfois sur fond 
d’or représentant des fleurs, des danseuses, 
des scénes de genre. 


Nous avons ici lhistoire, obligatoirement 
trés abrégée, d’une civilisation; en charmant 
l’imagination du public, elle l’entraine a tou- 
tes sortes de rapprochements et comparaisons 
fort instructives. 


L’exposition de Raoul Ubac, a la Galerie 
Maeght, montre la maitrise qu’il s’est assurée 
dans son art. Cette exposition se compose de 
d’ardoise gravées et de peintures. Il y a une 
dizaine d’années qu’Ubac avait commencé a 
inciser de petites plaques d’ardoise. Cette dé- 
couverte d’une pierre qui n’avait pas encore 
été délibérément employée en sculpture, cor- 
respondait 4 un besoin profond de la nature 
de cet artiste qui est né dans les Ardennes, et 
avait toujours éprouvé d’une part l’amour des 


arbres et des foréts, d’autre part le hantise | 


des pierres. Sur ses premiéres ardoises, il in- 
cisait des formes simples, mais grandes, évo- 
quant des arbres, des personnages ou des 
tétes. Il s’attaqua a des morceaux de plus en 
plus grands, qu’il allait tailler sur place dans 
les carriéres, notamment a Angers. En c’esi 
ainsi qu’il en vint a éxécuter pour une cha- 
pelle privée une grande dalle funéraire de 
deux métres de long. L’année derniére, il a 
éxécuté pour la nouvelle buvette d’Evian une 
vaste mosaique en ardoise. Ubac est fasciné 
par cette pierre de laquelle les incisions font 
jaillir des lumiéres grises ou bleutées de nu- 
ances trés diverses. Il nous montre aujourd’hui 
entres autres deux ardoises taillées, de grand 
format (132X104); elles sont en effet mainte- 
nant plutét taillées que gravées, les incisions 
pouvant étre trés profondes sur ces plaques 
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étre que celui qui est susceptible de miey, 
révéler les vertus et les secrets du shiste. Op 
ne peut dire que le travail d’Ubac soit ab. 
strait ou ornemental; ses reliefs s’imposen} 
comme de grands symboles de la nature. 


Il en va de méme de sa peinture. On re. 
marque d’ailleurs en certains tableaux lg 


mémes thémes formels que dans telles ar. = 


doises. Et sa peinture, qui est mate, et trés 
dense, donne l’impression d’une matiére pro- 
fonde comme une pierre et susceptible d’étr 
ouverte. C’est une peinture chargée d’une 
longue méditation et chaque tableau synthé- 
tise une grande somme d’impressions ou d’ex- 
périences vécues au contact des choses: Ban- 
lieu nord, Faubourg, symbolisant la ville 
Ardennes, Paysage a la roue, symbolisant le; 
campagnes. 

On retrouve dans les gouaches d’Ubac la 
matiére dense et mate de ses tableaux. On ne 
sera pas surpris de trouver chez un tailleur 
de pierres un sens si sar de la forme, et mé- 
me des grandes formes. 


A la Galerie Claude Bernard, Marfaing ex- 
pose une peinture informelle, composée de 
taches mouvementées ou jouent de fortes 
épaisseurs. Ces tableaux sont sombres, ani- 
mant avec véhémence des noirs et divers gris, 
quelques ocres, parfois des soupcons de jaune 
et de rouge, de rares éclats verts. Il y a dans 
ces toiles (dont un vaste panneau de 2,50 m 
sur 3 m en noirs et gris) une composition et 
un mouvement attrayants, ce mouvement 
étant provoqué par le sens dans lequel la 
matiére est appliquée. Ces tableaux obscurs, 
mais de pate brillante, s’illuminent 4a la lu- 
miére qu’ils accrochent avec une certaine 
avidité. Ce jeu des matiéres sombres ne nous 
est pas inconnu; cependant Marfaing y ap- 
porte un raffinement extréme, une profondeur 
et un accent dramatique comparable 4a celui 
que de Staél dans un genre un peu différent, 
mais aussi nocturne, avait parfois atteint. 


t 


Ala Galerie Pierre, La Bourdonnaye expose 
une peinture ascétique, bleutée et blanchatre, 
proposant des formes solides posées verticale- 
ment ou horizontalement. Certaines dégagent 
une impression monotone, pauvre, mais non 
sans noblesse. Comme beaucoup de peintres 
celui-ci se cherche, mais peut étre aura-t-il 
quelque chose 4 nous dire. Il remplace dans 
cette méme galerie Garbell qui exposait le 
mois dernier. Celui-ci nous avait fait une 
trés mauvais impression. On vante son coloris 


épaisses. Ubac parait creuser le shiste poy 

lui faire exprimer son secret; il ne recour 
pas a l’ardoise comme a un matériau qui ey) 
le moyen d’exprimer une pensée, comme cer. 
tains sculpteurs ont pu jadis se servir df 
marbre; c’est le shiste lui méme qui est son > 
objet. Dans ce cas le théme grand ne peu} 
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ponnardissant, mais rien n’est plus irritant 


que ces peintres qui flottent dans l’indécision, 
prétendent s’inspirer du réel, mais le rendent 


' @une maniére chaotique ou l’anéantissent 
’ dans la confusion. A quoi sert-il de «s’inspi- 


rer» du port de Marseille, que nous avons suf- 


. fisament vu en cartes postales et en tableaux, 


et qui nous ennuie, si c’est pour en faire une 
peinture ot tout est méconnaissable? Il faut 
choisir: ou bien ce sera le réel, et il sera re- 
construit avec évidence, recrée et non dissous; 
ou bien ce sera l’imaginaire. Le compromis 
montre seulement l’impuissance de l’artiste a 
recomposer ou réinventer le réel, autant qu’a 


sen libérer. 
. 


La retrospective de Kupka (1871—1957), au 
Musée d’art moderne, nous montre comment 
une ceuvre trop basée sur la recherche théo- 
rique, soutenue par une sensibilité picturale 
insuffisante, se démode et perd trés vite tout 
pouvoir: elle n’est plus qu’un épisode secon- 
daire de l’histoire de la peinture contempo- 
raine, et le public manifestement y reste in- 
sensible. 

Le Tchéque Kupka, qui peignit 4 Paris jus- 
que vers 1910 des tableaux dans le genre Tou- 
louse-Lautrec, devient vers cette époque ]’ami 
de Delaunay, et un adepte de 1l’Orphisme. 
Mais si nous trouvons dans son ceuvre les 
disques colorés et plus ou moins tournoyants 
de l’Orphisme, nous trouvons aussi des plans 
dont l’inspiration vient directement de Mon- 
drien, ou (Localisations De Mobiles Graphi- 
ques, etc. ...) des constructions qui rappel- 
lent Kandinsky. Kupka ne fut pas non plus 
indifférent au Futurisme, comme nous le 
prouvent divers tableaux de Jazz-Hot, ou 
assemblant des piéces compliquées de machi- 
nes: L’acier travaille, etc. ... 

Cette rétrospective se présente donc comme 
une revue des divers mouvements picturaux 
de notre siécle. Malheureusement cet intérét 
historique ne fait pas la grandeur d’une ceuvre 
et n’assure pas sa pérennité. Il manquait a 
ce peintre intelligent et curieux le don de la 
couleur et la magie de la matiére. 


Les derniers tableaux de Matta, 4 la Galerie 
du Dragon, montrent la maitrise que ce pein- 
tre s’est acquise dans la formulation de son 
monde étrange qui apparait, davantage que 
autrefois, me semble-t-il, pseudo ou para- 
scientifique, sans que ces termes soient pé- 
joratifs. N’appelle-t-il pas un de ses tableaux 
Science versus conscience? Chacune de ses 
toiles apparait comme une sorte de labora- 
toire, ou jaillissent les lumiéres jamais 


vues d’explosions, de désintégrations, de con- 
somptions métalliques. Ces laboratoires, bien 
retirés de la lumiére du jour et ou nous 
voyons, dans un singulier silence, apparaitre 
lueurs et spectres expérimentaux, verdatres 
ou orangés, sont meublés d’appareils compli- 
qués, dont nous ne pourrions indiquer avec 


précision l’ordonnance et le fonctionnement, 
mais ow nous distinguons des piéces en formes 
de lampes ou d’ampoules. Nous voyons aussi 
divers écrans, généralement blancs, disposés 
entre les mystérieux appareils. Les tableaux, 
fort bien composés, car Matta est un luminist 
de Ylirréel, sont habités par de multiples 
signes, vifs et vermiculaires, qui plutét que 
comme des signes apparaissent comme des 
signaux lumineux. Certainssemblent matéria- 
liser les lignes et parcours des forces incon- 
nues issues des appareils. Les couleurs sont 
inquiétantes, et nous avons l’impression d’une 
menace vague, par ce que nous trouvons en 
présence de réalités inconnues. L’ensemble de 
ces tableaux représente La polymorphie des 
conflits. Il va de soi que les conflits 
évoqués ici sont du domaine de la conscience, 
mais ils sont traduits en symboles qui nous 
paraissent empruntés au langage des sciences 
expérimentales. Cela nous semble aussi évi- 
dent dans les dessin (traits blancs sur fond 
bleu), o& nous retrouvons, finement tracés, 
les appareils, les écrans, et les lignes de force 
en pointillé. 


La Galerie Furstenberg a organisé une ex- 
position d’une trentaine de tableaux d’André 
Masson «de l’époque de l’'Homme Plume», 
peints de 1924 4 1927. C’est une exposition trés 
émouvante par la grace du coloris, l’ampleur 
et l’invention dans la composition, le génie 
poétique évident qui charge de significations 
multiples les objets dont il se saisit, serait ce 
ceux des natures mortes. Nous voyons ici ap- 
paraitre les différents thémes que Masson re- 
prendra et enrichera tout au long de sa car- 
riére, et aussi, dans certains tableaux, sa fa- 
meuse ligne sinueuse, impétueuse et sensuelle. 
Ce peintre du mouvement a fait dans sa jeu- 
nesse quelques natures mortes, mais d’un 
charme exceptionnel, car elles font pressentir 
Vheure de l’éveil. Des animaux y figurent en 
effet, oiseaux ou poissons, que Masson préfé- 
rera plus tard peindre vivants et combattants 
plutét que sans vie sur une table. Ces natures 
mortes sont souvent placées dans une archi- 
tecture imaginaire, dont le gofitt se dévelop- 
pera, et ouvrant sur un pan de ciel ov !’on 
voit passer des nuages. Cet artiste dont l’am- 
bition était de conquérir et réinventer l’uni- 
vers entier contemple alors paisiblement des 
foréts. Une obsession romantique se montre 
parfois dans quelque Tombeau au bord de la 
mer, souvenir probable de Chateaubriand; 
les premiéres Constellations vont apparaitre. 
Il est amusant de retrouver Les quatre élé- 
ments, tableau célébre, dont il est parlé dans 
Entretiens avec Georges Charbonnier (Jul- 
liard), tableau qui avait été acheté par André 
Breton et qui décida de l’entrée de Masson 
dans le mouvement surréaliste. Au point de vue 
du coloris il n’est pas parmi les meilleus. II 
récéle quelque intenion philosophique, mais 
discrétement; il se présente comme beaucoup 

(Suite page 101) 
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(Continued from page 75) 

Cologne: Kunstverein, Neuerburg Collection, till 
5/10; Georges Mathieu Retrospective Exhibition and 
works by 10 Paris “Tachistes”, 8/1/59—7/2; Bau- 
meister Memorial Exhibition, 14/2—15/3. Wallraf- 
Richartz Museum: Haubrich Collection of water- 
colours and drawings, till early October; Kandinsky, 
about 70 paintings and 30 watercolours of all periods, 
till mid-November. Boisserée: Johnny Friedlaender, 
prints, September; Willi Dirx, wood and linoleum 
cuts, October. Darmstadt: Kunsthalle, Marini, Sept- 
ember/October. Kunstverein: Gerhard Keller, water- 
colours, till 12/10. Landesmuseum: Emy Roeder, 
drawings, till January. Duisburg: Museum, Works 
from local collections, till 5/10. Duren: Leopold- 
Hoesch-Museum, Corinth, 60 graphic self-portraits 
from the Wolfgang Gurlitt Collection. Diisseldorf: 
Kunsthalle, Dada Documentary Exhibition, till 19/10. 
Hella Nebelung: Philip Weichberger, paintings, Theo 
Bechteler, sculpture, till 8/10. Alex Vomel: Kurt 
Lehmann, sculpture, October. J. P. Wilhelm: Damian. 
Essen: Museum Folkwang, “Die Briicke”’ (1905—1913), 
12/10—14/12. Frankfurt/Main: Karl Vonderbank, Zao 
Wou-Ki and Giacometti, October. Gelsenkirchen: 
Kunstsammlung, Dutch watercolours and prints, 
12/10—9/11; Annual exhibit by local artists, 30/11— 
1/1/59. Hagen: Karl-Ernst-Osthaus-Museum, West 
German Artists Association, 25/10— 23/11. Hamburg: 
Kunstverein, The life-work of Rolf Nesch, till 26/10; 
Kandinsky and Gabriele Miinter, 15/11 — 11/1/1959. 
Galerie Commeter: Xaver Fuhr, paintings, Septem- 
ber; Martin Bloch Memorial Exhibition, October; 
Seff Weidl, sculpture and drawings, November. 
Hannover: Kestner-Gesellschaft, Riopelle, till 19/10. 
Galerie fiir moderne Kunst: Carl Buchheister, paint- 
ings, September. Karl-Marx-Stadt: Stadt. Museum, 
Gerhard Stengel, watercolours, till 26/10. Karlsruhe: 
Kunsthalle, B. F. Dolbin, portrait drawings, till 21/9. 
Kunstverein: Oskar Hagemann, Hertha Jaeger- 
schmid, Hanns Sprung, till 26/10. Galerie Gallwitz: 
Franz Bucher, sculpture and reliefs, till mid-Octo- 
ber; Varga, paintings and prints, 25/10 through 
November. Krefeld: Kaiser Wilhelm Museum, Im- 
pressionists and old church art; in the Graphic 
Cabinet, Braque; in the Studio, Bernhard Bylandt, 
sculpture and drawings, till 19/10. Haus Lange: 
1958 Art of the Lower Rhine, from 5/10. Mannheim: 
Kunsthalle, contemporary German sculpture, and 
Oscar Niemeyer-Holstein, paintings, till 5/10. Mén- 
chen-Gladbach: Museum, Hans Thorner, sculpture, 
and Gus Melai, paintings, October. Munich: Stadt. 
Galerie, Lipchitz, sculpture, and Willi Geiger, paint- 
ings and prints, till 20/10. Neue Sammlung: Finnish 
carpets. Haus der Kunst: Survey of modern art, 
till 5/10. Giinther Franke: Margret Bilger, drawings, 
Hans Breustedt, late oils, till 8/10; Werner Scholz 
retrospective, 11/10—12/11; Xaver Fuhr, early work, 
15/11— 23/12. Schéninger: Franz Grassel (1861 — 1948), 
oils, watercolours, drawings, October. Wolfgang 
Gurlitt: Rudolf Grossmann, drawings and prints. 
Van de Loo: Asger Jorn, till mid-October. Niirnberg: 
German National Museum, Gold work from Riga, 
till 31/10. Offenbach: Klingspor Museum, Werner 
Bleyl, bookbindings, till 15/11; F.H. Ehmcke, book 
designs, prints and watercolours, till 29/11. Reck- 
linghausen: Kunsthalle, a selection from the 1958 
Salon des Réalités Nouvelles, also watercolours by 
Julio Girona and sculpture by Ilse Erythropel, till 
5/10. Reutlingen: Spendhaus, Oskar Kreibich, October. 
Schleswig: Landesmuseum, Work by local artists, 
members of Group 56, and by East Zone artists, 
till 12/10. Solingen: Klingenmuseum, Wilhelm Busch 
Memorial Exhibition, and Wilhelm Schmurr, paint- 
ings, till 19/10. Stuttgart: Kunstverein, painting, 
sculpture, graphic group show, till 12/10. Staats- 
galerie: Masterworks from Baden-Wiirttemberg 
Private Collections, 9/10—10/1/59. Ulm: Museum, 
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B. F. Dolbin, portrait drawings, 12/10—9/11. Wies. 
baden: Renate Boukes, Alfred Kremer, “Gestalt. 
zeichnen”, paintings and drawings, September— 
October. Wuppertal: Kunstverein, O.F. Weber Mem. 
orial Exhibition, and Eugen Baatz, till 12/10. Galerie 
Parnass: Bernard Childs, oils and prints, till 30/19, 
Tryggvadottir, oils and glass paintings, 31/10 —27/1), 


Some Exhibitions in Switzerland 


Ascona: Castelnuovo, Rolf Lenne, September 
Cittadella: Arend Fuhrmann, till 3/10. Basel: Kunst- 
halle, Corinth, till 12/10; Art and Nature Forms, 
till 19/10. Kunstmuseum: Baroque drawings in the 
Print Cabinet, till 12/10. Galerie d’Art Moderne: 
Emanuel Jacob, October. Beyeler: Modern masters, 
till November. Bern: Kunsthalle, Redon, till 12/10; 
Bazaine Retrospective and recent work by Germaine 
Richier, 18/10— 26/11. Kunstmuseum: Modern Paint- 
ing from Israel, till 28/9; Hiroshige (1797 — i858), til) 
5/10; Munch, 8/10—30/11. Galerie Spitteler: Aldo 
Patocchi, till 2/10; Karl Landolt, till 30/10. Fribourg: 
Musée d’Art et d’Histoire, “Our Old Ally, the City 
of Morat”, till 1/10; Moneys and Medals of Fribourg, 
12/10— 30/11; Salon of Swiss Painters, Sculptors and 
Architects, 15/10—15/11. Geneva: Musée de l’Athenée, 
Adolphe Millich, till 15/10; Emile Bressler, 18/10- 
13/11; Adrien Holy, 15/11—12/12. Musée d’Art et 
d’Histoire: The Bible and Archaeology, till 26/10; 
Swiss Ceramics, 1/2/59—1/3; Braque (in the Print 
Cabinet), till 12/10. Musée Rath: Herbert Theurillat, 
4—26/10. Lausanne: Musée des Beaux-Arts, Auber- 
jonois Memorial Retrospective, till 19/10. Galerie 
l’Entracte: Walter Grab, October. Neuch&tel: Musée 
d’Ethnographie, “Bulgaria — 2500 Years of Art”, till 
1/2/59. Zurich: Kunstgewerbemuseum, Architecture 
of Finland, till 2/11; New Metal Furniture, till 26/10; 
Austrian Crafts, 8/11—30/11. Kunsthaus: The Biihrle 
Collection, through September; Emil Nolde, also 
Expressionist Graphic Works, October; Auberjonois 
Retrospective (organized with the Lausanne Mus- 
eum), November and December. Galerie Beno: Work 
from the Galleria Numero of Florence. Suzanne 
Bollag: International Collage Show, October; Lucien 
Schwob, paintings, and René Monney, sculpture, 
November. Cesa Atrium: Old Masters, Oriental and 
Primitive Art, Paintings of the Constellations by 
Herbert Léwenthal. Chichio Haller: Walter Jonas, 
watercolours, till 16/10; Gustave Singier, 18/10—15/11. 
Laubli: Robert S. Gessner, till 11/10; International 
Print Show, from 13/10. Modern Art Centre: Soshana, 
recent paintings, till 14/10; Jean Crotti. Galerie Neu- 
markt: Anita Coudenhove-Calergi, jewelry. Neupert: 
Bernard Buffet, paintings, till 20/10. Palette: Walter 
Meier, October. Galerie zum Turm:- Carl Liner, 
September. Wolfsberg: Max Herzog and J. J. Phar- 
rats, October. 


Holland 


Amsterdam: Rijksmuseum, The Art of Japan, till 
30/11. Stedelijk Museum: From the Romantics to 
the Amsterdam School, through September. Arnhem: 
Gemeente Museum, Johan Buning, till 16/11; South 
African paintings, till 30/11; The Scourge of War, 
from Callot to Picasso, 7/12— 18/1/59. Delft: Ethno- 
graphic Museum, Art of New Guinea from private 
collections, till 4/10. Eindhoven: Van Abbe Museum, 
Trends of 20th Century Art from Expressionism, 
Cubism and de Stijl till today, through November. 
Enschede: Rijksmuseum Twenthe, Work of Appel, 
Corneille a.o., till 5/10. The Hague: Gemeente- 
museum, Kokoschka, till 1/10; Japanese Master- 
works, till 9/11. Panorama Mesdag: The Netherlands 
Art Association, till 26/10. Leiden: Rijksmuseum, 


(Continued on page 115) 
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13éme Salon des Réalités Nouvelles: 
»Very few serendipities”* Pierre Restany 


«Les Réalités Nouvelles» occupent une place a part dans le calendrier parisien. Succédant, en 

fin de saison, 4 «Comparaisons» et au Salon de Mai, elles veulent jouer, entre une confron- 

tation d’ordre général et une opération de sélection devenue traditionnelle, le réle d’un bilan 

compensateur et qui cherche a rendre un compte plus exact du devenir quotidien de la jeune 
inture. 

i a pas toujours été ainsi. Colonisé par les abstraits géométriques, n’admettant aucun 

critére sérieux de sélection, ce salon devint bien vite le fourre-tout de la non-figuration et 


| @un nouvel art décoratif appliqué: il lui fallait faire peau-neuve s’il voulait échapper 4 son 
) inéluctable destin de cadavre semi-officiel. La métamorphose s’est opérée en 1956, du dedans: 
au comité déja en place sont venus s’ajouter des sélectionneurs chargés de lancer les invita- 
| tions, fort réduites en nombre par rapport aux années précédentes. Toutes les tendances de la 


) jeune peinture abstraite y furent représentées; enfin un certain nombre de peintres consacrés 


et choisis en fonction de leur influence directe sur les nouvelles générations recurent une 
invitation d’honneur. 

Cette orientation a été fort salutaire: les Réalités Nouvelles ne nous apportent pas grand 
chose. Mais leur visite n’équivaut pas a une perte séche de temps. C’est une des rares mani- 
festations de cette envergure ou se trouvent encore préservées les possibilités d’une rencontre 


| heureuse, d’une rare découverte, d’un contact nouveau. Ce profit possible, aussi mince soit-il, 


suffit A en justifier l’existence. Car ce n’est pas l’esprit relativement large et ouvert (autant 
que faire se peut dans ces cas-la) de cette manifestation qui est en cause, mais bien le principe 
méme du «salon». La prolifération abusive et anarchique en a détruit l’intérét et détourné le 
sens. La vie des salons est éphémére, leur ennemi premier est l’académisme, leur maladie de 
croissance est l’intrigue et la corruption. Le refuge des peintres sans talent est l’administration 
interne des comités: ils y retrouvent un regain de considération, et regagnent ainsi le terrain 
que leur impuissance créatrice leur avait fait perdre. 

On peut se demander aussi si la formule n’est pas dépassée, et si elle correspond aux exigences 
sociologiques de notre époque. Le phénoméne typiquement parisien du Salon (c’est-a-dire de 
Yexposition publique de tableaux, a l’imitation de I’Italie, mais dotée d’un caractére semi- 
officiel de confrontation et de bilan) a vu le jour a la fin du 17éme siécle. De nombreux 
facteurs y ont présidé, le déclin définitif de la vie intellectuelle 4 Versailles, la sclérose de 
Académie, la demande croissante de la grande bourgeoisie, l’accroissement du nombre des 
riches amateurs privés. A partir de 1737 le grand salon du Louvre abritera réguliérement cette 
manifestation ou seront invités non seulement des membres de l’Académie Royale de peinture 
et de sculpture, mais aussi des artistes dont le mérite retient l’attention. Le succés de cette 
formule dépassa les plus grands espoirs et devait se confirmer pendant plus de deux siécles. 
Mais aujourd’hui, l’extension du commerce d’art, les possibilités accrues de diffusion de la 
peinture, la création de manifestations internationales, l’apparition d’un concept nouveau de 
la galerie d’art (organisme commercial «engagé», spécialisé dans le soutien d’une tendance et 
usant de ses propres armes dans le conflit des idées et des écoles), tous ces faits ont créé un 
contexte nouveau. Le «Salon» parisien s’y intégre péniblement, entre les grandes confronta- 
tions internationales et les multitudes d’expositions de groupe, émanations des galeries privées 
ou manifestes de choc d’une équipe ou d’une école. 

Le «Salon» apparait désormais comme un élément rituel et fossile de la vie artistique: il ne 
consacre pas plus les renommées qu’il ne sanctionne les découvertes. Tout au plus peut-on lui 
demander de nous offrir un panorama limité des orientations actuelles. 

C’est sous cet angle que nous jugerons les treiziémes Réalités Nouvelles, qui s’inscrivent dans 
la ligne rajeunie et rénovée des deux salons précédents, sans toutefois atteindre le niveau du 
salon de 1956. 

Signalons-en d’abord les déficiences fondamentales: si cette manifestation aspire a rendre 
compte de l’ensemble des tendances actuelles de l’art abstrait, elle n’atteint que partiellement 
son but, du fait de l’abstention volontaire de certains groupes et de certaines galeries. En 
revanche, on peut y noter la présence d’artistes étrangers ne résidant pas dans la capitale et 
ne participant en rien a ce qu’il est convenu d’appeler l’Ecole de Paris. Confrontation intéres- 


* Serendipity: The faculty of making happy and unexpected discoveries by accident or sagacity. 
(Horace Walpole: The 3 Princes of Serendip) 


sante, utile, nécessaire sans doute, mais que l’on voudrait alors organisée sur des bases plus 
larges et plus rationnelles. 

Ceci dit, ’'ensemble témoigne clairement du courant général qui pousse la jeune peinture 
abstraite vers l’universalité de la vision et le lyrisme des investigations spatiales. L’abstraction 
géométrique, enfermée dans le formalisme de ses équations n’y apparait que pour mémoire, 
au travers de ses représentants les plus qualifiés, de Mortensen 4a Vasarely, en passant par le 
suédois Baertling et l’allemande Stromberger. Par contre, la tendance 4 la libération du geste 
pictural s’accentue chez les peintres naguére attachés aux concepts traditionnels de composition 
et de riguevr: Argov, Huguette Arthur-Bertrand, Carrade, Fontené, Gauthier, Guitet, Fichet, 
etc. Le groupe de la galerie Arnaud rendait bien compte de cette évolution actuelle. Koenig 
Feito, Downing, dominaient nettement l’ensemble et donnaient une fois de plus la pleine 
mesure de leurs possibilités. Martin Barré garde son secret: quel sort fera-t-il par la suite 4 
ses formes tranchantes qui viennent s’inscrire dans un espace léger, frissonnnant d’impercep- 
tibles vibrations? 

Dans les autres salles, certaines rencontres étaient tout aussi significatives: les notations calli- 
graphiques d’Alechinsky se noient dans un contexte expressionniste aux oppositions de tons 
nuancées, tandis que Beaufort-Delaney reste fidéle aux plus vives acidités de sa gamme 
chromatique. Benrath poursuit, avec moins de bonheur, ses recherches vibratoires. Boille 
expose deux toiles trés caractéristiques de son évolution récente vers une subtile graphie 
rythmique. La toile de Bellegarde, monumentale, est l’une de ses meilleures ceuvres. C’est le 
point d’aboutissement de longues et patientes recherches, sanctionnées par la plus heureuse 
des réussites. En paralléle, l’envoi de Bryen confirme la troublante poésie d’un auteur en 
pleine possession de ses moyens, et dont l’influence sur les derniers développements de l'art 
contemporain est injustement méconnue. Chelimsky et Kalinowski s’égarent dans l’impasse de 
l’académisme tachiste, d’o semblent par contre émerger Dahmen et Gaul. Corneille poursuit 
sans beaucoup d’humeur sa ligne néo-expressionniste et Debré, refusant l’aventure que pour- 
tant il pressent, s’astreint A une sombre rigueur staélienne. Citons, pour leur qualité toujours 
égale, les envois de Bissiére, Ben Nicholson, Sonia Delaunay, Childs, Deyrolle, Don Fink, 
Kolos Vary, Levée, Messagier, Milo, Marie Raymond, Schneider, Soulages, Staritsky, Van 
Haardt, Bram Van Velde. Vera Haller nous présente une ceuvre riche de possibilités, ina- 
bouties encore, leur plein épanouissement semblant se heurter a une sorte de restriction 
intérieure, un sens trés exigeant de la mesure affective et de la rigueur intellectuelle. 
Helman nous donne un nouvel exemple de la puissance et de l’authenticité de son geste 
pictural, riche d’une saine et forte émotivité. Particuli¢rement décevants sont les envois 
d’Hayter aux rythmes mous et d’Hossiasson aux épaisseurs fangeuses: deux artistes qui valent 
beaucoup mieux. Koskas est l’unique représentant des ultra-spatialistes: ses recherches de 
luminosité pure ne s’élévent guére au-dela du niveau relatif du papier peint si cher 4 nos 
classes bourgeoises. La toile de Marfaing excellente de facture, est beaucoup plus réconfortante. 
Le tableau d’Orix manifeste une orientation nouvelle, vers l’intégration spatiale et l’éclatement 
de la forme: il y a 14 tout un devenir possible, une rare «serendipity», que je salue, en lui 
empruntant ce titre qu’il a trouvé dans I’ceuvre d’Horace Walpole. Le tableau rouge de Mack 
illustre une trés intéressante série de travaux et de recherches de spatialité pure, au carrefour 
de Mondrian, Rothko et Yves Klein. L’action painting figure aussi au répertoire, par |’entre- 
mise de l'un de ses ambassadeurs parisiens, Kimber Smith. 

La sculpture fait ici figure de parent pauvre. Les sculpteurs, écrasés par le nombre, n’ont rien 
& gagner 4 ce genre d’exposition mixte ov ils paraissent toujours relegués en appendice. 
Jacobsen, César et Signori dominent ce maigre fatras. Victoire facile et l’on se demande bien 
ce qu’ils font 14. Signalons aussi les ceuvres de Marta Pan, Cousins, Chavignier, la composition 
de blocs de granit d’Haber, les structures aérées de Marino Di Teana et la téle découpée de 
Sjéholm. Une place assez importante a été accordée aux recherches para-sculpturales qui 
correspondent aux problémes plastiques les plus actuels, utilisation de matériaux nouveaux, 
intégration du mouvement: structures en plexiglass de Cieslarczyk, ensembles synthétiques de 
Descombin, textures de Desserprit, relief de Kemeny, sculpture spatio-dynamique de Schéffer, 
structure cinétique de Soto. Echantillonnage expérimental bien incomplet: ce passionnant 
domaine mériterait un inventaire plus poussé. 

Ce voyage rapide dans les salles du musée d’Art Moderne m’a laissé une fois de plus sur ma 
soif. On est toujours sévére 4 l’égard d’un salon. N’attendons pas trop de ce genre de mani- 
festations périmées. Leur intérét majeur réside sans doute dans les réflexions qu’elles pro- 
voquent et la déception qu’elles nous causent. Ces petites déceptions sont le fruit d’une attente, 
d’un ferme espoir. Nous finissons bien par y croire encore, et en dépit de tout, a ces salons, 
de faire d’heureuses découvertes, par l’habileté ou le hasard... 
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‘Les Expositions en Belgique 


Liannée 1958 est pour la Belgique une an- 
\ née exceptionnelle. L’Exposition Universelle 
\ de Bruxelles, axée sur le théme «Pour un 
monde plus humain>, a le succés qu’elle mé- 
rite. Les étrangers affluent en nombreux sont 
‘des visiteurs qui s’intéressent surtout au 
| été artistique de cette manifestation presti- 
_ gieuse. Ils sont d’ailleurs comblés par l’abon- 
dance et la diversité des ceuvres offertes a 
leur admiration. 

Avant tout, signalons l’importance de |’ex- 
position «Cinquante ans d’art moderne», créé 
a linitiative du Ministére de I’Instruction 

' Publique, qui accorda les importants crédits 
nécessités par la mise sur pied d’une mani- 
festation digne de cet art. Le Gouvernement, 
ayant d’emblée envisagé une participation 
mondiale, chargea un Comité exécutif belge 
dévoquer, avec ampleur, le message humain 
des artistes de notre temps. Ainsi naquit la 
plus grande et la plus compléte confrontation 
deeuvres d’art du dernier demi-siécle, un 
panorama de l’art moderne qui ne s’adresse 
plus, comme jadis, 4 un petit nombre d’ini- 
tiés, mais au grand public. Pour celui-ci, cette 
exposition sera 4 la fois une initiation a l’art 
de notre temps et un bilan des valeurs esthé- 
tiques actuelles. 


En réalité, le titre «80 ans d’art moderne» 
serait plus exact, puisqu’il y a «La Seine a 
la Grande Jatte» de Seurat (1880), «L’entrée 
du Christ 4 Bruxelles» de James Ensor (1888), 
«Le Clos des Mathurins» de Cézanne (vers 
1875) et «La maison de Vincent a Arles» de 
Van Gogh (1888). Parmi les plus jeunes sig- 
nalons Karel Appel (1921), Consagra (1920), 
Corneille (1922), Sam Francis (1923), Koman 
(1921), Rassoul (1925), Riopelle (1924) et 
Vieira 1922). C’est-a-dire que, de l’impres- 
sionnisme jusqu’é nos jours, le «panorama» 
est complet. Le choix est remarquable, méme 
si nous regrettons l’absence de quelques 
peintres et sculpteurs. 


Une seule erreur, 4 notre sens: la place 
accordée aux ceuvres de peintres russes tels 
que les Laktionov et autres Jablonskaia, qui 
quoique contemporains, ne peuvent étre 
classées dans ce qu’on est convenu d’appeler 
‘art moderne». Face aux ceuvres des Mon- 
drian, Kandinsky, Servranckx, Moholy-Nagy, 
Malevitch et Baumeister, elles font trop res- 
sortir l’abime qui les sépare de la vérité pic- 
turale de notre siécle. 


L’exposition «Cinquante ans d’art moderne» 
restera ouverte pendant toute la durée de 
rExposition Universelle. Toutes les ceuvres 
exposées sont réproduites dans un catalogue 
soigné qui, grace 4 une initiation a l’art mo- 
derne par Emile Langui, directeur-général 
des Beaux-Arts, et aux notes biographiques 
sur chacun des artistes, sera un document 
précieux pour tout visiteur. 


Maurits Bilcke 


N’ayant pas trouvé la place dans le cadre 
de cette exposition, les artistes belges ont 
organisé leur propre au Palais VII, sous le 
titre «<L’Art belge contemporaine». Un en- 
semble de deux cent cinquante ceuvres de 
quelque soixante-dix artistes-peintres et 
d’une vingtaine de sculpteurs vivants appar- 
tennant <a toutes les tendaces» et choisis, 
hélas, par des artistes, nous donne un pano- 
rama des arts plastiques belges contempo- 
rains, 

Quelque vingt-cing artistes décédés, depuis 
Ensor jusqu’a nos jours, recoivent l’hom- 
mage qu’ils méritent — selon les organisa- 
teurs —, les témoins dont les ceuvres per- 
mettent de mieux situer l’évolution de notre 
art contemporain. Le dessin, la gravure et la 
médaille y sont également neprésentés. Di- 
sons encore qu’il y aurait moyen d’organiser 
une belle exposition avec les ceuvres d’ar- 
tistes refusés. Les organisateurs ont voulu 
contenter tout le monde. Le résultat est dé- 
plorable. 


De loin supérieure est la présentation des 
arts «appliqués» belges contemporains. On y 
trouve rassemblées les meilleurs réalisations 
de notre artisinat et de nos métiers d’art: 
céramique, vitraux, ferronerie, dinanderie, 
orfévrerie, bijouterie, tissage, illustration, 
dentelle, émaux, laques, etc. Les ceuvres ont 
été sélectionnées en fonction de leur qualité 
artistique aussi bien qu’en fonction de leur 
caractére moderne. Ce qui n’exclut pas que 
nos artisans soient les héritiers d’une longue 
tradition. Quelques piéces en témoignent. A 
étage, quelques ensembliers présentent 
leurs créations. L’exposition prouve que 
l’artisinat belge s’efforce sérieusement de 
mettre a la disposition du public des objets 
de bon gofiit et de bonne qualité. Les résultats 
sont encourageants. 


A la galerie, une présentation des meilleures 
ceuvres réalisées par les éléves des academies 
et des écoles des Beaux-Arts, témoignent de 
la qualité de notre enseignement des art 
plastiques. La concurrence entre les écoles 
catholiques libres et les écoles officielles est 
un stimulant discret. 


Une trés belle exposition d’art belge a lieu 
au Palais des Beaux-Arts sous le titre «Quel- 
ques artistes belges depuis Ensor». Cent 
trente trois peintures et sculptures donnent 
une trés bonne idée de notre art contempo- 
rain. Aprés Ensor et Wouters, il y a les ex- 
pressionnistes Tytgat, Van den Berghe, Per- 
meke, De Smet et Brusselmans. Puis Ser- 
vranckx qui figure comme le précurseur et 
le pionnier de l'art abstrait (voir aussi «50 
ans d’art moderne»). Dans l’ensemble pré- 
senté par cette exposition, les ceuvres de ce 
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peintre extraordinaire prouvent, comme le 
dit Paul Haesaerts, «que sa position d’esprit 
précéde de beaucoup celle, similaire, qui, 
adoptée aujourd’hui par tant de peintres, a 
pris désormais un caractére collectif». A cdté 
des surréalistes Magritte et Delvaux, on re- 
trouve des jeunes comme Alechinsky, Bert- 
rand, Bonnet, Burssens, Cox, Landuyt, Men- 
delson, Mortier, Vandercam et Van Lint. Et 
n’oublions pas le peintre Guiette et les scup- 
teurs Wouters, Grard, Puvrez, Jespers, Le- 
plae, Caille et D’Haese. Avouons que ia 
sculpture belge contemporaine vaut bien 
mieux que ce choix médiocre. C’est dom- 


mage... 


Quant au catalogue, préfacé par Paul Hae- 
saerts, il est, lui aussi, et principalement pour 
les étrangers, un document intéressant. 


Réunis en une association professionnelle, 
les critiques d’art belges retiennent, au cours 
de leurs réunions statutaires, au vote secrét, 
les meilleures expositions du mois. C’est par- 
mi une sélection d’ceuvres choisies dans cel- 
les-ci et réunies pour la circonstance dans un 
salon dit du Prix de la Critique qu’a eu lieu, 
a Charleroi, le désignation des lauréats 1955/ 
56 et 1956/57: l’Allemand Fritz Winter et le 
Belge Sevranckx. La désignation par les cri- 
tiques d’art de ce qu’ils considérent comme 
l’ceuvre picturale la plus valable, révélée au 
cours de l’année révolue, est de nature a 
créer parmi les peintres, sculpteurs et des- 
sinateurs un motif d’émulation certain. 


En organisant la Premiére Biennale de 
Jeune Peinture Contemporaine 4 Bruxelles, 
les organisateurs ont voulu montrer les ten- 
dances nouvelles des générations venues a 
la peinture depuis la fin de la derniére guerre 
mondiale. Ils ont voulu surtout révéler des 
peintres nouveaux et non consacrer des ar- 
tistes déja connus. D’autre part, ils se sont 
limités, pour cette premiére exposition, a la 
seule tendance figurative et ils se rendent 
compte que cette manifestation n’est donc 
pas représentative de toute la peinture ac- 
tuelle dans les pays participants ... Ils es- 
pérent plus tard, si les circonstances s’y pré- 
tent, s’adresser également a des peintres des 
«écoles non-figuratives» ... Le but des orga- 
nisateurs est de parvenir 4 grouper tous les 
deux ans a Bruges des peintres de tous les 
pays européens. Le prix de 100000 francs 
belges, qui sera attribué, en fin d’exposition, 
a un des peintres participants, portera le 
nom de «Prix Europe de peinture contempo- 
raine», Le «Prix belge de peinture contem- 


poraine» a été attribué 4 Octave Landuyt. 


Les pays participants sont |’Autriche, la 
Belgique, la France, l’Ecole de Paris (quelle 
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différence?), la Grande Bretagne, 1|’Ecok 
continentale anglais, I’Italie, le Luxembourg 
la Norvége, les Pays-Bas, la Pologne et |; 
Yougoslavie. Quasi tous ces peintres imiten; 
leurs grands prédécesseurs ou se battent con. 
tre Vinfluence de Il’abstraction et de |’ab. 
strait. Certains cherchent le salut dans la dé. 
formation ou dans |’extraordinaire. D’autre 
éliminent autant que possible la figuration 
sans aller jusqu’au bout de leur expérience 
Presque tous aboutissent 4 une impasse ¢ 
s’'y débattent désespérément. Quelques rare; 


exceptions confirment la régle. Le visiteu — 


se rend bien vite compte qu’il doit chercher 
la vraie «jeune peinture contemporaine» ail- 
leurs qu’ici. 

= 


Egalement 4 Bruges, mais dans les gre- 
niers de la magnifique «Stadshalle>, nous 
avons vu une exposition fort sympathique 
sous le titre «Peinture flamande contempo- 
raine». Elle fut organisée par 1’Association 
des artistes flamands chrétiens de la Pro- 
vince de la Flandre Occidentale, dans le cadre 
des manifestations «extra muros» de |’Expo- 
sition Internationale. Certes, dans vingt ans 
beaucoup des ces artistes seront compléte- 
ment oubliés, ce qui veut dine que dans la 
présente exposition ils auraient pu étre rem- 
placés par d’autres plus importants et mal- 
heureusement oubliés, N’empéche que I’en- 
semble a de l’allure et souligne l’importante 
variété dans l’art flamand contemporain. 


A Bruges encore, le centre culturel «Raa- 
klijn» a réalisé, dans le «Concertgebouw», 
une vaste rétrospective du premier peintre 
abstrait belge Servranckx. Depuis trente ans, 
nous nous sommes efforcé de faire compren- 
dre aux belges qu’en Servranckx ils avaient 
un peintre de premiére classe. Aussi donne- 
rons-nous la parole a un autre critique belge, 
Marcel Duchateau. Il écrit dans la préface: 
«Hanté par le sens de l’absolu, Servranckx 
s'est refusé, dés le début, 4 toute satisfaction 
facile et vulgaire. Il a désarmé les apparences; 
il a percé les mirages. L’art, 4 ses yeux, n’est 
pas une espéce d’attraction destinée a com- 
bler les loisirs de ses concitoyens. II] n’est pas 
le résultat d’une réaction immédiate et éphé- 
mére au contact de quelque phénoméne. Il 
constitue la manifestation, voir la démons- 
tration d’une prise de position inébranlable 
devant le destin de l’homme et du monde. 
En somme, il constitue un exemple. C’est 
pourquoi la portée de son ceuvre n’est pas 
limitée au seul domaine de Il’esthétique: cet 
ceuvre a une signification morale, Elle 
dresse comme un roc au milieu des contin- 
gences qui ébranlent les humains, comme 
un phare au bout de la nuit, comme un cr 
de ralliement, comme un message d’espoil. 
Par l’envergure de ce message, par la rigueur 
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et la puissance de son style l’ceuvre de Ser- 
yranckx rejoint — et, par certains aspects, 
dépasse — celui des grands maitres de notre 

ue. On s’y retrouve plus exalté devant 
je monde réel que dans les peintures de Lé- 
ger. Il s’ouvre sur des profondeurs aussi in- 
sondables que les mondes imaginaires de 
Max Ernst. Cette ceuvre a été créé dans la soli- 


» tude, la solitude qui méne 4 Phéroisme. C’est 


de ce pain que Servranckx s’est nourri, jour 


| aprés jour. Pain dur, certes; pain amer. Mais 


combien plus nourrissant que tous les nour- 


_ ritures terrestres.» 


Toutes les tendances actuelles, on les re- 
trouvons dans l’ceuvre de Servranckx: le 


' surréalisme, l’abstrait froid, l’informel et le 


tachisme, longtemps avant que ses derniéres 
tendances furent consacrées 4 Paris ou ail- 
jeurs. En plus, la qualité purement picturale, 
loriginalité de sa vision et ses dons d’inven- 
tion plastique (autant de la forme que de la 
couleur) placent Servranckx avec son art 
vraiment «autre» que les autres, parmi les 
plus grands peintres du vingtiéme siécle. 


Le Centre Artistique de l'Université Ca- 
tholique de Louvain a réalisé une magnifique 
exposition d’Art Sacré. Elle a lieu en l’église 
Saint-Pierre et offre un appercu de I’art 
sacré contemporain par un excéllent choix 
deuvres d’artistes étrangers, surtout fran- 
cais, allemands, anglais, suisses, italiens et 
finlandais. Remarque importante a signaler: 
parmi les ceuvres exposées certaines n’appar- 
tiennent pas a l’art religieux au sens strict. 
Tendant néanmoins 4 évoquer le «sacré», 
elles peuvent contribuer a son enrichisse- 
ment. Les organisateurs ont voulu nous don- 
ner une vue de ce que l'art sacré contem- 
porain a réalisé 4 l’étranger. En méme temps 
ils ont taché de confronter avc l’art d’église 
des ceuvres d’art dites «profanes». Quelle 
cuvre est religieuse? Quelle est profane? 
Quelle est la différence entre une ceuvre 
dart d’église et une ceuvre d’art sacré? Mau- 
rice Denis a écrit «qu’il n’y a pas de secret 
@alchimiste pour opérer la transmutation 
dune ceuvre intimement profane en une 
@uvre religieuse». D’autre part, la convic- 
tion de J. Bazaime vaut la peine d’étre pu- 
bliée ici: «Une fois pour toute, il n’y a pas 
@art religieux. Il y a des conditions de l’ceu- 
vre telles que celle-ci se trouve dans la me- 
sure d’enclore et d’incarner une foi, sinon a@ 
la mesure de cette fois.» Rien n’est si délicat 
que Tart religieux. Le débat est toujours 
ouvert. La réponse définitive, l’aurons-nous 
jamais? Quoi qu’il en soit, l’admirable ex- 
position de Louvain — la plus belle exposi- 
tion d’art religieux qui ait jamais eu lieu en 
Belgique — prouve que depuis la fin de la 
guerre on peut constater un heureux pro- 
gres, tant dans l’aspiration au spirituel des 
artistes que dans l’esprit de’ compréhension 


des représentants autorisées de I’Eglise a 
légard de l’art moderne. Les expositions 
comme celle de Louvain manifestent et en- 
couragent ce progrés de maniére efficace. Le 
catalogue est un souvenir qu’on emporte 
pour le garder. Il contient nombre de textes 
et d’illustrations, formant ainsi un document 
précieux. 


Présentée par Edouard Jaguer et Jacques 
Lacomblez, l’exposition «Phases» 4 la Gale- 
rie Saint-Laurant, a suscité beaucoup d’inté- 
rét. De quoi s’agit-il? Jacques Lacomblez 
nous le dit dans la préface: «A Vlheure ou 
Yinsurrection informelle et une partie de 
l’abstraction lyrique se figent dans un nou- 
veau confort intellectuel, bati 4 coups de 
chiquenaudes graphiques et de couleurs non 
intégrées, éclos aussi dans le désordre ges- 
tuel d’une mauvaise choréographie publici- 
taire, il est réconfortant que certains peintres, 
compagnons de l’aventure «Phases», refusent 
de confondre le connaissance ROMANTIQUE 
avec cette convulsion a fleure de poignet ot 
l’obsession de l’orgasme pictural, des heurts 
de couleur ou de l’empatement monotone, 
menace d’atrophier l’art de peindre. Car s’il 
s’'agit ici d’ume peinture romantique, rede- 
vable aux prospections surréalistes et témoin 
de leur froisonnement spirituel, les élans 
passionnels qui la conditionnenent, les modes 
qui s’y meuvent ou la magie qui la sanctifie, 
n’en violent pas pour autant la FORME et 
la COMPOSITION nécessaires 4 toute ex- 
pression valable.» 


De cette déclaration, l’exposition est une 
illustration exacte et convaincante. Une tren- 
taine d’artistes de différents pays y ont col- 
laboré. De certains, les ceuvres sont exposées 
pour la premiére fois en Belgique. Elles contri- 
buent a l’effort collectif d’un groupe de jeu- 
nes qui se rendent compte que «des surgis- 
sements totémiques aux extases secrétes, des 
floraisons cellulaires aux odysséesminutieuses 
d’insectes voyants, de nouveaux univers sont 
nés qui chassent devant eux les frontiéres du 
MERVEILLEUX moderne et proclament sa 
LIBERTE INFINIE.» 


A Yloccasion de cette exposition réussie, 
parut le premier numéro de la revue EDDA, 
cahier international de documentation sur 
la poésie et l’art d’avant-garde (direction: 
6, rue de Naples, Bruxelles). Il contient des 
textes, des poémes et de nombreuses illus- 
trations. Edda suit la ligne tracée par Pha- 
ses (Jaguer, Paris) et par Bea (Llinos, Bue- 
nos Aires). 


Au Palais des Beaux-Arts et au Palais des 
Expositions de Charleroi le sous-comité de 
YA.S.B.L. «Hainaut 58» présente jusqu’au 
14 septembre son exposition extraordinaire 
«L’Art et le Travail». C’est une vaste con- 
frontation internationale de l’art magnifiant 
le travail. Pratiquement quatre sections ont 
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été créés pour tenir compte de toutes les 
tendances artistiques. On peut, d’une facon 
générale, considérer hes trois premiéres sec- 
tions comme réunissant d’une part les ceuvres 
anciennes, d’autre part les ceuvres contempo- 
raines et, enfin, et surtout, celles d’avant- 
garde, «L’Art du XXIe siécle». Quant a la 
quatriéme section, elle est réservée aux ar- 
tistes belges. 


Nous avons pu ainsi admirer des centaines 
de toiles et de sculptures en provenance de 
nombreux et, parfois, trés lointains pays. 
D’importants enseignements peuvent étre 
tirés de cette pacifique confrontation inter- 
nationale, qui est sans doute l’une des pre- 
miéres 4 bénéficier d’une telle homogénéité 
de conception et d’un cadre si prestigieux. 

Le théme de |’exposition étant trés nette, 
«Art et Travail» ne montre que des ceuvres 
figuratives. Par contre, l’exposition «L’Art 
du XXIe siécle» n’est pour ainsi dire compo- 
sée que d’ceuvres abstraites. Elle veut d’ail- 
leurs étre un «rendez-vous de |l’avant-garde 
internationale». René Deroudille écrit dans 
la préface: «Il est imprudent de jouer au 
prophétes, encore plus de tirer des traites 
sur l’avenir! ... Si nous avons baptisé, avec 
quelques risques, cette exposition «l’Art du 
XXIle siécle», et si nous avons choisi, avec 
parti-pris, les ceuvres présentées a Charleroi, 
en compagnie d’André Bloc, James Fitzsim- 
mons, Hammacher, Muller, Adriano Parisot, 
Robert Rousseau et J. P. Wilhelm, c’est qu’en 
dehors de tout sectarisme et en acceptant les 
aléas d’un tel rassemblement, nous avons 
voulu réunir l’avant-garde européenne et ap- 
porter ainsi une large information sur les 
travaux des artistes qui dés aujourd’hui pré- 
parent le langage de demain». A son tour 
André Bloc ajoute: «Nous avons tenu a nous 
conformer au maximum 4a un choix de ten- 
dance préfigurant l’art de demain». Citons 
encore une phrase de |’introduction a |’en- 
semble suisse de James Fitzsimmons: «Les 
artistes suisse représentés ici —, et il va sans 
dire que j’aurais pu en choisir beaucoup plus 
si Pespace n’était limité —, apportent leur 
contribution 4 cet art de demain qui, 4 mon 
avis, ne le céde 4 nul autre.» La section suisse 
montre des ceuvres des peintres René Acht, 
Wolf Barth, Guy Dessauges, Franz Fedier, 
Fritz Glarner, Vera Haller, Lenz Klotz, Hans- 
jérg Mattmiiller, Bruno Miiller et Hugo We- 
ber et des sculpteurs H. Aeschbacher, Zoltan 
Kemeny, O. Koch et Walter Linck. Elle nous 
fait exprimer le désir de voir un jour en Bel- 
gique une grande exposition d’art suisse con- 
temporain, Ce que nous avons vu a Charleroi 
rv & Venise (1954, 1956 et 1958) justifie notre 
ésir. 


A Charleroi, le panorama total de I’art ab- 
strait contemporain (européen) va donc de 
la construction la plus géométrique 4a |’art 
dénué de toute structure, en passant par tous 
les degrés de l’informel. Les organisateurs se 
rendent bien compte «qu’un choix, quel qu’il 
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soit, reste profondément injuste». N’empéciy 
que nous n’avons jamais vu, en Belgique 
une si intéressante exposition d’art d’avant. 
garde, européen. Citer des noms serait «pro. 
fondément injuste». Le choix est merveil- 


leux, et hes couvres exposées ont ét mises en | 
valeur par une présentation architectural: | 


osée, certes, mais aussi captivante. Ce son 
M. Parent, architecte 4 Paris, M. Bailleux 
architecte 4 Charleroi, qui, sous, l’égide 
d’André Bloc, directeur d’Architecture dau- 
jourd’hui et de Aujourd’hui, ont concu et ri. 
alisé avec beaucoup de dévouement l’aména. 
gement difficile des grandes salles du Palais 
des Expositions. 
o 

Les tableaux qui seront présentés par la 
Belgique pour le Prix international Guggen- 
heim ont été exposés dans les salles nouvelle. 
ment aménagées du Musée d’Art Moderne 
de Bruxelles. Rappelons que le Prix nationale 
Guggenheim a été décerné pour la premiére 
fois en 1956 4 L’empire des Lumiéres de Re- 
né Magritte. Cette année, le jury belge char- 
gé de la sélection des cing tableaux destinés 
a participer au Prix International 1958, a re- 
tenu les ceuvres suivantes: Printemps gris de 
Gaston Bertrand, Femme de Jan Burssens, 
Ecce Homo de Paul Delvaux, Formes cou- 
chées de Octave Landuyt et Conifére argenté 
de Louis van Lint. Ce jury, composé de MM. 
Charles Bernard (Association des Critiques 
d’art), Emile Langui (Conseil des Musées) 
et Albert Crommelynck (Conseil des Artis- 
tes), a décerné le prix belge au tableau de 
Octave Landuyt. 
Cela signifie que le jury belge veut prouver 
a Pétranger que les meilleurs tableaux peints 
et exposés en Belgique ces derniéres deux 
années, sont des tableaux figuratifs. En effet, 
les toiles de Magritte et de Landuyt sont des 
figuratives. Nous sommes convaincus que le 
jury a fait erreur. Et que dire du choix du 
tableau de Delvaux Ecce Homo (acheté, hé- 
las, par le Musée d’Anvers), un tableau mal 
peint, qui serait mieux a sa place dans une 
exposition d’art romantique_ du style pompier 
19e siécle. Ni en 1956, ni en 1958 le jury n’a 
pensé 4 Servranckx, qui a pourtant obtenu 
le Prix (bien mérité) de l’Association des 
Critiques d’art (saison 1956/1957). C’est sim- 
plement incompréhensible. Faut-il croire que 
chez nous aussi l’offensive contre l'art ab- 
strait trouve des militants? Notons en passant 
que le Prix International de l’Exposition Uni- 
verselle de Bruxelles a été décerné égale- 
ment a une ceuvre figurative, pas du tout 
extraordinaine d’ailleurs, de deux sculpteurs 
hongrois dans le Pavillon de la Hongrie. 
C’est décevant ... 


A la Galerie Saint-Laurent nous avons vu 
des toiles du peintre américain Brenson, qui 
s’efforce de capter la lumiére dans une su- 
perposition de thémes trés simples. Le mys- 
tére se cache derriére les transparences et ne 


ritiques 
fusées) 


rouver 
peints 
; deux 
1 effet, 
mnt des 


se livre que lentement. Le peintre n’a recours 
qu’a des moyens trés réduits. Mais l’expéri- 
ence est vivante, sans cesse renouvelée et 
toujours pleine d’autres possibilités. Il y a 
chez Brenson, dans la riche variété, une 


J ynité de contexture qui souligne largement 


sa belle personalité. 


z 


‘Les toiles que Bernard Buffet nous montre 


a la Galerie Europe a Bruxelles sont plutét 


‘celles d'un dessinateur. Buffet ne sait pas 


peindre. Il le sait. C’est pourquoi il dessine 


‘avec de la couleur noire (a V’huile) sur une 


‘toile. Par hasard, 
‘jorés. Enlevez les lignes noires, il ne reste 
‘plus rien. C’est médiocre. Est-ce donc de ces 


les plans sont un peu co- 


toiles-ci que le public qui n’aime pas Il’art 


/abstrait a un si grand besoin? 
= 


Marthe Donas (Au Cheval de Verre) nous 
revient triomphalement avec des tableaux 
abstraits. En 1920 déja elle exposait de l’ab- 
strait. Herwarth Walden organisa une expo- 


sition de ses ceuvres a la salle «Der Sturm» 
a Berlin. Puis, elle abondonna pour un temps 
la peinture. Mais en 1956 elle exposa a nou- 
veau, et cette fois-ci, des toiles figuratives 
du genre cubiste, 4 tendance d’abstraction. 
Récemment elle a réjeté toute tendance figu- 
rative et retrouve sa vraie voie. Le résultat 
est remarquable. C’est la joie, la fraicheur. 
la liberté, l’expression directe, bien sir, mais 
aussi mesurée et harmonieuse. Marthe Donas 
nous a surpris. Nous admirons son courage 
et, surtout, ses tableaux captivants. 
. 


Ilario Rossi (Galerie Mistral), héritier in- 
direct de Cézanne, est un vrai peintre. Son 
«action painting», sensuelle et construite a 
la fois, est vivante et agréable. Le rapport 
entre les couleurs, les taches, la couche et le 
rythme nous émeut directement, tandis que ses 
«paysages italiens abstraits» nous proposent 
un nouvel espace, une autre visibilité, une 
structure intérieure que seul un vrai maitre 
peut obtenir. 


LIMBOURG (suite de la page 93) 

de natures mortes de Masson a cette époque, 
habilement organisées, quelques fragments 
darchitecture ouvrant sur un peu de ciel et 
mer, des mains sans personnages tenant les 
objets inanimés, une bougie allumée, symbole 
du feu, ou un fruit, don de la terre. Les per- 
sonnages étaient appelés a jouer dans |]’ceuvre 
de Masson des réles trés divers et souvent 
dramatiques, mais les premiers nous étaient 
offerts dans une attitude calme et familiére 
(homme qui dort, Homme entouré d’oi- 
seaux). Nous admirons ici, parmi les plus 
anciens, quatre tableaux de trés petit for- 
mat, représentant chacun six ou huit hom- 
mes en train de jouer aux cartes, au jaquet, 
aux dominos. Ces petites ceuvres sont d’un 
trés joli coloris, leur construction, ot l’imagi- 
nation reste trés libre, n’empruntant rien aux 
diverses écoles ou tendances du moment, 
montre le sens dramatique que ce peintre a 
de l’espace, en méme temps qu’une certaine 
préoccupation métaphysique, mais qui reste 
secréte, incommunicable parles mots. L’ceuvre 
de Masson naissait sous le signe d’une imagi- 
nation universelle, et assurait déja qu’il serait 
un des artistes les plus captivants de son 
temps. 

a. 

La Galerie Jeanne Bucher expose une tren- 
taine de tableaux de Bissiére, peints de 1956 
a 1958. Ce sont des ceuvres de petits formats, 
en vue de grandes toiles. Elle sont élégantes 
et de coloris variés, mais présentent une cer- 
taine monotonie dans la disposition des taches. 
assez uniformes, et des tracés. La structure de 
ces petites toiles ne changeant guére, la re- 
cherche se tourne vers l’expression -nuancée 
de la couleur. Bissiére a donné, sous forme 
d’un assez long poéme publié dans le catalogue, 
un resumé de son art poétique. Il nous dit 
que le réel, la nature, est la seule source d’in- 


spiration. Et certes, il circule dans ces petits 
tableaux abstraits une sorte de lumiére na- 
turelle et sensible; on y godite une sorte de 
saveur végétale, et les heures diverses passant 
sur des jardins ou des foréts. Mais ces allu- 
sions restent des plus imprécises. Ce sont donc 
la des melodies assez semblables, mais trans- 
posées en tonalités diverses. La répétition 
(plutét que la monotonie) de la composition 
et des jeux d’espace peut alors présenter de 
l’agrément, s’il s’agit d’ume suite de recher- 
ches sur le méme théme. 


Les sculptures de Delahaye, a la Galerie 
Stadler, ne sont pas de tout repos. Ce sont de 
longues formes déchiquetées, rongées de creux 
comme les bois d’épaves rejetées par la mer; 
elles sont horizontales, flottant dans l’espace, 
ne reposant sur leur socle que par un pédon- 
cule trés étroit, ce qui permet d’apprécier 
leur singulier équilibre. Au point de vue 
technique, ce sont généralement des cires 
directes, en dehors de quelques platres, cou- 
lées en bronze. A certaines de ses bronzes, 
Vartiste plutét que de leur donner la patine 
ordinaire, a préféré laisser une oxydation 
verte, inégalement répartie, qui ne manque 
pas de donner a ces ouvrages de grandes di- 
mensions, qui ont l’air d’épaves sauvées et 
glorieuses, un caractére inachevé et aventu- 
reux. Ces étres a4 demi crées (Insecte, Chat, 
Vampire, Personnage, Cavalier, Victoire, Ra- 
pace, etc.) ont des formes rongées, attaquées, 
corrodées. Cette sculpture lyrique semble pa- 
radoxalement organiser des forces de destruc- 
tion, figer un travail de ravage, célébrer un 
anéantissement, 4 moins qu’on ne puisse con- 
sidére ce monde (Victoire) comme lancé sur 
un chemin contraire, délivré du naufrage, de 
la corruption, et reconquérant la vie. 
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92 pages. 72 plates. London 1958: Phoenix 
House. 30s. 

CERNY, JAROSLAV. Egyptian Stelae in the 
Bankes Collection. 32 pages. Illustrated. 
Paper bound. Oxford University Press 1958, 
for the Griffith Institute. 15s. 


' CHAPUIS, ALFRED, and DROZ, EDMOND. 


Automata. 408 pages. Illustrated. London 
1958: Batsford. 10 gns. 

COMBE, JACQUES. Jerome Bosch. 243 pp. 
Illustrated. Paris: Pierre Tisné. London: 
Zwemmer. 5 gns. 

DALI, SALVADOR. Dali on modern Art. 
Translated by Haakon Chevalier. 156 pp. 
London 1958: Vision Press. 40s. 

DIRINGER, DAVID. The Illuminated Book. 
524 pages. Illustrated. London 1958: Faber 
and Faber. 6 gns. 

DUCRET, SIEGFRIED. Die Ziircher Porzel- 
lanmanufaktur und ihre Erzeugnisse im 18. 
und 19. Jahrhundert. 4to. 322 pages. Illus- 
trations and 8 plates. Zurich 1958: Orell 
Fiissli. sfrs. 30 

Dutch School, XVII—XIX Centuries: Plates. 
Volume I: 227 plates. Volume II: 207 plates. 
London 1958: The National Gallery. The 
set, 10 gns. 

Epstein. Photographs by Geoffrey Ireland. 
Introduction by Laurie Lee. 70 pages. Lon- 
don 1958: André Deutsch. £2 15s. 

FALGAIROLLE, ADOLPHE DE. Aristide 
Caillaud, 1902. Biography, bibliography, 
euvre. 8vo. 16 pages illustrated. Geneva 
1957: Cailler. sfrs. 2 

FARR, DENNIS. William Etty. 217 pages. 
96 plates. London 1958: Routledge and 
Kegan Paul. 70s. 

FOURNIER, GABRIEL. Cors de Chasse. 
(Souvenirs) 1912—1954. 8vo. 249 pages. 9 
plates, Geneva 1957: Cailler. sfrs. 7.20 

FRANKLIN, J. W. The Cathedrals of Italy. 
280 pages. Illustrated. London 1958: Bats- 
ford. 35s. 


GANGOLI, O. C. Art of the Pallavas. Edited 
by A. Goswami. 30 pages and 46 plates in- 
cluding two in colour. New York: Witten- 
born. $8.50 

GANTNER, JOSEPH. Leonardos Visionen 
von der Sintflut und vom Untergang der 
Welt. Geschichte einer kiinstlerischen Idee. 
4to. 264 pages. Illustrated. Bern 1958: 
Francke. sfrs. 45 

GEORGE, WALDEMAR. Hilaire Hiler and 
Structuralism. A New Concept of Form- 
Colour. 72 pages and 8 colour plates. In 

wrappers. New York 1958: Wittenborn. $5 


CELEBONOVIC, STEVAN. Old Stone Age. 


GIACOMETTI, ALBERTO. Schriften, Fotos, 
Zeichnungen-Essais, photos, dessins, Pub- 
lished by Ernst Scheidegger. Translation 
by Ursula von Wiese. Small 8vo. 132 pages. 
Hlustrated. Facsimile illustrated. Zurich 
1958: Verlag der Arche. sfrs. 9.40 


GIEDION, SIEGFRIED. Architecture, you 
and me. The diary of a development 
8vo. vii, 221 pages, figures and 20 plates. 
Cambridge 1958: Harvard University Press. 
$5 

GIEDION-WELCKER, CAROLA. Jean Arp. 
Documentation by Marguerite Hagenbach. 
Translated by Norbert Guterman. 122 pp. 
Illustrated. London 1958: Thames & Hud- 
son. 63s. 


GINDERTAEL, R. V. Pougny. With a biogra- 
phy, Bibliography and complete document- 
ation. 8vo. Text: 52 pages with 1 plate. 
Illustrations: 117 pages and 14 plates. 
Geneva 1957: Cailler. sfrs. 14.50 


GLUCK, GUSTAV. Peter Brueghel the Elder. 
53 pages. 88 plates. London 1958: Thames 
& Hudson. 6 gns. 


GOSWAMI, A. (Editor). Art of the Rashtra- 
kutas, 26 pages. 40 plates. New York: Wit- 
tenborn. $8.50 


HARTLAUB, GEORG F. Der Stein der Wei- 
sen. Wesen und Bildwelt der Alchemie. 
(Volume 12 of “Bilder aus deutscher Ver- 
gangenheit” from the German National 
Museum, Niirnberg.) 96 pages. Many illus- 
trations, 4 coloured and 48 monochrome 
plates. Munich 1958: Prestel-Verlag. 
DM 8.50 


Der Grafiker Hans Hartmann, Eine Darstel- 
lung seines Schaffens. Introduction by Ja- 
kob Staémpfli. 8vo. 56 pages. Illustrated. 
Bern 1958: Stampfli. sfrs. 13.45 


HAESSLIN, JOHANN JAKOB. Stuttgart. 
About 320 pages, with line drawings, co- 
loured and monochrome plates. Munich 
1958: Prestel-Verlag. DM 14.50 


HERRIGEL, GUSTIE L. Zen in the Art of 
Flower Arrangement. 124 pages. London 
1958: Routledge and Kegan Paul. 12/6 


Hans Holbein il Giovane. Introduction by 
Werner Cohn. Small 8vo. 18-page illustra- 
ted text plus 72 pages of illustrations. Mi- 
lan 1957: Electa. L. 500 


Hundert Meisterzeichnungen aus der Staat- 
lichen Graphischen Sammlung Miinchen. 
170 pages with 100 full-page plates includ- 
ing 4 in colour. Edited by Bernhard De- 
genhart and Wolfgang Wegener. Munich 

1958: Prestel-Verlag. DM 16.50 
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JOEDICKE, JURGEN. Geschichte der mo- 
dernen Architektur. Synthese aus Form, 
Funktion und Konstruktion. 4to. 243 pages. 
Illustrated. Teufen (AR) 1958: Niggli. 
sfrs. 35 

Paul Klee, 1879—1940. With an introduction 
by Bo Lindwall. 8vo. 66 pages. Illustrations 
and 4 plates. Stockholm 1953: Bonniers 
folkbibliotek. skrs. 3.75 

Paul Klee. Text by Walter Mehring. Italian 
translation by Ervino Pocar. 8vo. 31 pages. 
52 plates. Milan 1958: Martello. L. 1400 

KLEE, PAUL. The Inward Vision. Water- 
colours, drawings, writings. Texts by Paul 
Klee (Creative Credo), Werner Haftmann, 
Carola Giedion-Welcker, Will Grohmann, 
Werner Schmalenbach, Georg Schmidt. 
Translated from the German by Norbert 
Guterman. 4to. Text: ii, 30 pages. Over 30 
colour reproductions in slip-in mats. New 
York 1958: Harry Abrams. £17.50 

LANGER, SUZANNE K. Problems of Art. 
184 pages. London 1958: Routledge & Ke- 
gan Paul. 18s. 

LEASK, HAROLD G. Irish Churches and 
Monastic Buildings, 162 pages. Illustrated. 
Dundalk: W. Tempest. 35s. 

LECLERQ, PAUL. Henri de Toulouse-Lau- 
trec. Erinnerungen und Gesprache mit P. 
L. Translated from the French by Sonja 
Biitler. Small 8vo. 87 pages. Illustrations. 
8 plates. Zurich 1958: Die Arche. sfrs. 7.50 

LEISINGER, HERMANN. Romanesque Bronz- 
es, Church portals in Mediaeval Europe. 
Translated from the German, 4to. 16-page 
text. 160 pages of illustrations. New York 
1957: Praeger. $13.50 

LEWIS, DAVID. Constantin Brancusi. Ger- 
man translation by Ida Niggli. 8vo. 35-pp. 
text; 64 pages of illustrations. Teufen 1958: 
Niggli. sfrs.13.80 (This monograph may 
also be obtained in English from George 
Wittenborn, New York, at $3.50, and from 
Alec Tiranti, London.) 

Jean Lurgat, 1892. Biography, bibliography, 
ceuvre, press excerpts, etc. 8vo. 24 pages. 
Illustrated. Geneva 1955: Cailler. sfrs. 2 

MOCSANYI, PAUL. Karl Knaths, With in- 
troduction by Duncan Phillips and com- 
ments by Emanuel Benson and K.K. 104 
pages, 60 plates, 8 in colour. New York: 
Wittenborn. $5 

Modigliani. Dessins de M. Selection and in- 

troduction by Arthur Pfannstiel. Notes on 

the artist by C. A. Cingria taken from 

«Aujourd’hui», February 26, 1931. 4to. xviii, 

91 pages illustrated. Lausanne 1958: Mer- 

mod. sfrs. 18 
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NICOLSON, BENEDICT. Hendrick Ter. 
brugghen. 248 pages. London 1958: Lun 
Humphries. 6 gns. 


Mexico. Pre-Hispannic Paintings. Volume }) 
in the UNESCO World Art Series. Preface 
by Jacques Soustelle and Introduction by 
Ignacio Bernal. Aztec, Maya and Tolte 
frescoes including the Bonampak frescog 
discovered in 1946. 32 large colour plats 
and 5 monochromes. London distributor 
1958: Zwemmer. £6 10s. 

The Oxyrhynchus Papyri. Part XXIV. Eidi- 
ted, with Translations and Notes, by E£ 
Lobel, C.H. Roberts, E.G.Turner and J. 
W. B. Barns. zii, 232 pages. Egypt Explors- 
tion Society: £6 

Papers of the British School at Rome. Volume 
XXV. (New Series, Volume XII.) 209 pp 
British School at Rome, 1957: 50s. 

The Penrose Annual. Volume 52, 1958. Edited 
by Allan Delafons. 138 pages. London 1958: 
Lund Humphries. 42s. 

PEREIRA, I. RICE. The Lapis. 36 pages, 1! 
large colour plates and 5 diagrams, New 
York 1958: Wittenborn & Co. 53 de luxe 
copies, numbered and signed, $45. Limited 
edition of 500 copies, $15 

RAFFALT, REINHARD. Prospectus Romaze. 
(Bisheriger Arbeitstitel: Concerto Vatica- 
no.) About 500 pages of text with 4 fold- 
ing colour plates and numerous text illus- 
trations after engravings by Giuseppe Vasi. 
Munich 1958: Prestel-Verlag. DM 16.50 

RATIER, JACQUES. Lucien Fontanarosa, 
1912. Biography, ceuvre, museum collect- 
ions, etc. 8vo. 16 pages illustrated. Geneva 
1958: Cailler. sfrs. 2 

RODIN, AUGUSTE. On art and artists. Con- 
versations between Rodin and Paul Gsell. 
Translated from the French by Romilly 
Fedden. 8vo. 252 pages and 32 plates. Lon- 
don 1958: Owen. 50s. 

ROESLER, JOHANNS. Mitleid verbeten. 
Eine Reise zu den mit dem Mund und Ful 
malenden Kiinstlern. 8vo. 109 pages and 41 
plates. Oberwil (BL) 1957: Lacher. sfrs. 14.30 

ROSSI, ANGELO. La conzezione nell’ Alberti 
e nel Brunellesco. (Reprint from the Re- 
view «Cenobio», 1954, No. 12.) 8vo. 12 pp. 
Lugano: Cenobio. sfrs. 1.25 

ROSSI, ANGELO. La Primavera e la Nasciti 
di Venere di Sandro Botticelli. (Reprint 
from «Cenobio“, 1954, No. 2.) 8vo. 11 pages. 
Lugano: Cenobio. sfrs. 1.25 

RUTTER, J.G., and DUKE, G. Excavations 
at Crossgates near Scarborough, 1947—56. 
68 pages. Illustrated. Paper bound. Scar- 


ick Ter. 
58: Lund 


olume 1) 
. Preface 
action by 
d Tolte 

frescos; 
ur plate 


stributor 


IV. Edi- 
Ss, by E 
' and J. 
Explora- 


Volume 
209 pp. 


3. Edited & 
on 1958: & 


ages, ll 
ns, New 
de luxe 
Limited 


Romae. 
Vatica- 
4 fold- 
ct illus- 
pe Vasi. 
5.50 

narosa, 
collect- 
Geneva 


s. Con- 
L Gsell. 
tomilly 
s. Lon- 


rbeten. 
nd Fué 
and 41 
s. 14.30 
Alberti 
1e Re- 
12 pp. 


Jascita 
eprint 
pages. 


ations 
7 —56. 
Scar- 


12/6 

SALMON, PIERRE. De la collection au mu- 
sée. 8vo. 115 pages and 7 plates. Neuchatel 
1958: La Baconniére. sfrs. 9.75 

SANDOZ, MARC. Signac et Marquet a La 
Rochelle, Les Sables-d’Olonne, La Chaume, 
Croix-de-Vie. Influence du site sur leur 
euvre. Oeuvres inédites (1911—1933). 8vo. 
32 pages with figures and 2 plates. Paris 
1957: Editart. 

SAN LAZZARO, G. DI. Klee. A Study of his 
life and work. Available in French, Italian, 
German and English editions. 8vo. About 
310 pages. Illustrated. Paris 1957: Hazan. 
frs. 2900. London 1957: Thames & Hudson. 
Munich and Zurich: Droemersche Verlags- 
anstalt, 1958: sfrs. 14.50 

SARASWATI, S. K. Glimpses of Mughal Ar- 
chitecture. Edited by A. Goswami. Intro- 
duction by Sir Jadunath Sakar. 56 pages 
and 60 plates, including 14 in colour. New 
York: Wittenborn & Co. $23.60 

SAEVE-SOEDERBERGH, TORGNY. Private 
Tombs at Thebes. 56 pages and 72 plates. 
Oxford 1958: The University Press, for the 
Griffith Institute. 4 gns. 

SAXL, F. Lectures. In two volumes, 390 pp. 
and 243 pp. The Warburg Institute, Uni- 
versity of London. £4 15s., the two. 

SCHADENDORF, WULF. Zu Pferd, im Wa- 
gen, zu Fu. Tausend Jahre Reisen. 96 pp 
with many illustrations, 4 colour plates 
and 48 monochrome plates. Munich 1958: 
Prestel-Verlag. DM 8.50 

SCHLEMMER, OSKAR. Briefe und Tagebii- 
cher. About 420 pages, with numerous pho- 
tos and drawings. Munich 1958: Langen- 
Miiller. DM 24.80 

SCHMIDT, RICHARD, and SCHMIDT- 

GLASSNER, HELGA. Stift St.Gallen. Text 


porough and District Archaelogical Society. 


by R.S. and photos by H.S.-G. 8vo. 48 pp. 
K6nigstein im Taunus 1958: Késter. DM 2.40 

Stained Glass Windows, A Directory of. 131 
pages. Paper bound. British Society of Mas- 
ter Glass Painters. 3/6 

STERLING, CHARLES. Great French Paint- 
ing in the Hermitage, Translated from the 
French by Christopher Ligita. 251 pages. 
Illustrated. London 1958: Thames & Hud- 
son. 9 gns. 

STEINER, RUDOLF. Wege zu einem neuen 
Baustiel. 5 Vortrage gehalten wahrend dex 
Arbeit am erstenn Goetheanum in Dor- 
nach zwischen dem 7.Juni und 26. Juli 
1914, 2nd new revised Edition. 4to. 87 pp. 
Diagrams and 8 plates. Stuttgart 1957: Ver- 
lag Freies Geisteleben. DM 24 

TERVARENT, GUY DE. Attributs et sym- 
boles dans Vart profane, 1450—1600. Dic- 
tionnaire d’un langage perdu. 4to. 23 pp. 
of illustrations. Geneva 1958: Droz. sfrs. 36 

WERKMAN, H. N. The Next Call. Homage 
by F.R. A. Henkels, W. Sandberg, Kurt Mar- 
tin, H.A.P.Grieshaber, and others. 120 
pages and 14 colour plates. European dis- 
tribution: Fritz Eggert, Buchhandlung, 
Stuttgart. New York: Wittenborn. $12.50 

WILKE, WILFERT. Music to be Seen. Intro- 
duction by Mark Tobey. A Portofolio of 
24 drawings including some in two colours. 
Limited, signed and numbered edition of 
350. New York: Wittenborn. $16 

WOLF, MARTIN L. Dictionary of Painting. 
Introduction by Eric Partridge. 335 pages. 
London 1958: Owen. 35s. 


ZURICH, PIERRE DE. Kunstfiihrer durch 
Freiburg. A new revised edition. Trans- 
lated from the French by Ulrike Schén- 
weitz. Photos by Benedikt Rast. 8vo. 78 pp. 
Illustrations and map. Freiburg 1957: 
Stadt. Verkehrsverein. sfrs. 2.50 


ADDENDA 


APOLLONIO, UMBRO. With a biographical 
note by Carlo Cardazzo. 8vo. 10 pages, 
illustrations and 10 colour plates. Venice 
1958: Edizioni del Cavallino. Lit. 3000 


APOLLONIO, UMBRO. Marino Marini. 3rd 
enlarged edition. English translation by 
Lucia Krasnik. 4to. 52 pages, 12 drawings 
in the text, 143 plates including 8 in colour. 
Milan 1958: Ed. Il Milione. Lit. 4600 


Archivi del Futurismo. Selected and arranged 
by M. Drudi Gambillo and T. Fiore. Pre- 


face by G. C. Argan. Volume I. 8vo. 620 pp., 
8 plates. Rome 1958: De Luca. Lit. 6000 


ARETINO, PIETRO. Lettere sull’Arte. Edited 
by Ettore Camesasca. Commentary by Carlo 
Cordie and Fidenzio Pertile. 8vo. Vol. I: 
258 pp. and 32 monochrome plates. Vol. II: 
476 pages and 64 monochrome plates. Milan 
1958: Il Milione. Lit, 2600 


ARGAN, GIULIO C. L’architettura barocca 
in Italia, Demy 8vo. 116 pages, 48 plates. 
Milan 1957: Aldo Garzanti. Lit. 350 
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Jorge J. Crespo de la Serna: Pintores y escul- 
tores italianos de los siglos XIII°, XIV° y 
XvVe. 

Universidad Nacional Autonoma de Mexico; 
Mexico 1956. pp. 222 con 86 tavole in nero. 


Crespo de la Serna é uno dei maggiori cri- 
tici d’arte messicani ed ha al suo attivo lun- 
ghi ed attenti studi, oltre che numerose pub- 
blicazioni. 

Rientrato in patria nel 1921 dopo diversi 
anni di assenza, si é adoperato con esperto 
impegno per far conoscere l’arte del suo pa- 
ese all’estero. Tra il ’27 ed il '32, mentre é 
negli Stati Uniti, questa sua attivita ottiene 
risultati apprezzabili, tra cui l’invito a Cle- 
mente Orozco perché eseguisca un Prometeo 
nella Frary Hall del Collegio Pomona a 
Claremont in California. Durante questo 
periode tiene serie di lezioni a Los Angeles 
presso ia Chouinard School of Art e la Aca- 
demy of Modern Art, e poi a Hollywood, Pa- 
sadena e Long Beach presso altri istituti. 
Dopo il 1932 si stabilisce definitivamente al 
Messico, viaggiando tuttavia molto, spesso in 
Europa, non solo quale inviato del suo gover- 
no con scopi organizzativi — collabord tra 
l’altro all’allestimento della grande mostra 
messicana del 1952 a Parigi — ma anche per 
completare i suoi studi et le sue ricerche di 
storia dell’arte. E’ parte attiva nella Universi- 
dad Nacional Autonoma e nell’Istituto Nacio- 
nal de Bellas Artes di Messico, dove gode 
stima e autorita, giunta fino a noi. 


I saggi raccolti nel presente volume hanno 
avuto origine da un corso che egli tenne nel 
1954 presso | 'Istituto Italiano diCultura di Mes- 
sico e rappresentano un interessante esame 
degli sviluppi che precedono immediatemente 
la grande fioritura del Rinmascimento Italiano: 
Cimabue, Duccio, Giotto, Piero e Ambrogio 
Lorenzetti, Jacopo della Quercia, Masaccio, 
Paolo Uccello, Piero della Francesca, Man- 
tegna, Verrochio, Antonella da Messina, Gio- 
vanni Bellini, sono altretanti capitoli che im- 
postano levoluzione dell’arte italiana dal 
momento in cui essa, proprio con Cimabue 
e Duccio, annuncia quella autonomia linguis- 
tica che andra via precisandosi ed assumendo 
maggiore autorita, Subito dopo, la nuova 
concezione del mondo si impadronira d’ogni 
altra attivita spirituale e l’espressione artis- 
tica si fondera sulla strutturazione prospet- 
tica dello spazio, regola ormai di una vita 
morale e fantastica che trovava nell’uomc 
la misura cosciente di tutte le cose. 


Crespo de la Serna ha tracciato i caratteri 
individuali dei singoli artisti con precisione 
ed approfondito esame, senza trascurare di 
collocarli nel loro ambiente storico e quindi 
di chiarire il processo creativo in rapporto 
anche alle mutate condizioni della vita spi- 
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rituale. Un libro chiaro, semplice, che ci por. 
ta il pensiero d’uno studioso di formazion 
diversa da quella europea, benché adden. 
tro ai fatti dell’arte e della cultura del no. 
tro continente. Ed un libro, in piu, che testi. 
monia come un’accurata preparazione, alle. 
ata a un buon metodo e ad una severa in. 
postazione dei problemi, pud condurre a risul- 
tati critici non trascurabili. 


— Umbro Apolloniy 


Lettere sull’arte di Pietro Aretino, commen. 
tate da Fidenzio Pertile e rivedute da Carh 
Cordié, a cura di Ettore Camesasca. 


Edizioni del Milione, Milano 1957, I volume 
pp. 258, 32 tav. f. t.; If volume pp. 476, & 
tav. f. t. 


Indubbiamento molteplici erano gli inter- 
essi che muovevano |’attenzione intellettuale 
di Pietro Aretino e lo incitavano a scrivere 
epistole agli amici e conoscenti; non si pw 
negare tuttavia che l’argomento artistico fu 
quello che maggiormente lo appassiond, an- 
che per la frequentazione che ebbe con gli 
artisti del suo tempo, di cui venne a conos- 
cere in modo tempestivo le opere. lL 
lettere relative costituiscono un documento 
di eccezionale importanza per la_ riso- 
luzione di vari quesiti inerenti Jlidentifi- 
cazione, l’autografia, la storia, la cronologia 
di molte opere d’arte. Appare percid quanto 
mai opportuna, e percid lodevole, l’iniziativa 
delle Edizioni del Milione che hanno voluto 
raccoglieri 682 lettere nei due volumi finora 
stampati, mentre in un terzo di prossima 
pubblicazione saranno riuniti la Vita dell 
Aretino di Gianmaria Mazzucchelli (esem- 
plata sulla fondamentale seconda edizione 
del 1763), debitamente commentate ed aggior- 
nata, il dispositivo di notizie bio-bibliografi- 
che, indici ragionati, repertori, e cosi via 
Fino ad ora non s’era ancora avuta un’edi- 
zione cosi accuratamente e scientificamente 
condotta delle lettere aretiniane. La pubbli- 
cazione cui s’era accinto il Nicolini rimase 
interrotta al secondo volume con lo scoppi0 
della seconda guerra mondiale, e le scelte 
curate dal Ferrero e dall’Ortolani, pur ottime 
per tanti motivi, comprendono un po’ tutte 
le discipline su cui l’Aretino amava intrat- 
tenersi. Ora, tale pubblicazione, che si rivolge 
esclusivamente all’arte e si basa sull’ultima 


edizione parigina del 1609, permette di ap- ff 


prendere il pensiero estetico dell’Aretino, 
rispecchiante, com’é noto, il gusto del Cin- 
quecento italiano, con particolare riguardo 
alla zona veneta, e non privo di riflessi: in- 
fatti esso non mancé di influire sul Vasari. 
A parte poi alcune notizie fondamentali che 
in tale lettere si possono ricavare per una 
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precisa sitemazione di determinate opere — 
vedi, per esempio, come il Giovanni dalle 
Bande Nere degli Uffizi passi da Tiziano a 
Giovan Paolo Pace — gli apporti che esse 
alla storia dei minori sono tutt’altro 
che trascurabili, poiché approfondiscono un 
ambiente di cultura ricco di fermenti, di 
talenti e di opere, a volte poco noti, eppure 
jnteressanti i problemi artistici dell’epoca. 

I volumi, ricchi nell’integrazione iconogra- 
fica, fanno parte della Collana «Vite, lettere, 
testimonianze di artisti italiani», dove gia us- 
cirono in precedenza, a cura di Sergio Samek 
Ludovici, Vita di Bernini scritta da Filippo 
Baldinucci e Vita del Caravaggio dalle testi- 
monianze del suo tempo. — Umbro Apollonio 


fl Museo Correr di Venezia, Dipinti dal XIV 
al XVI secolo, a cura di Giovanni Mariacher. 


300 pp. con 248 illustrazioni; rilegato. 


Il Museo Civico di Padova, Dipinti e sculture 
dal XIV al XIX secolo, a cura di Lucio 
Grossato. 


204 pp. con 218 illustrazioni; rilegato. 


La Gipsoteca di Possagno, Sculture e dipinti 
di Antonio Canova, a cura di Elena Bassi. 


292 pp. con 354 illustrazioni; rilegato. 
Neri Pozza Editore — Venezia 1957. 


Questa collana di cataloghi dedicati alle 
pubbliche raccolte d’arte del Veneto, é stata 
ideata dall’Istituto di Storia dell’Arte della 
Fondazione Giorgio Cini di Venezia e l’editore 
Pozza l’ha realizzata in modo esemplare dal 
punto di vista tipografico. Si tratta di un’ini- 
ziativa quanto mai importante sul piano della 
cultura, poiché si da il caso che sia questa la 
prima volta che si compilano i cataloghi dei 
musei citati con criteri scientifici e compren- 
dendovi tutte le opere conservate. Das Museo 


Correr, per esempio, dopo la Notizia del 1859 
dovuta al Lazzari e |]’Elenco del 1899, si 
ebbero soltanto una Guida nel 1938, compi- 
lata dal Lorenzetti, e nel 1949 il Catalogo 
della Quadreria a cura di Mariacher e Pig- 
natti. Del Museo Civico di Padova, mancava, 
dopo l’opera del Moschetti del 1938, un cata- 
logo sistematico, che esaminasse secondo le 
piu attuali esigenze della critica d’arte le 
opere esposte dopo il recente riordinamento. 
Della Gipsoteca Canoviana infine nulla esis- 
teva fino ad oggi. Non ci sarebbe bisogno, 
una volta detto questo, di aggiungere altre 
parole per dimostrare l’utilita preminente dii 
tali pubblicazioni, che in vero vengono a 
colmare una lacuna nel campo degli studi, 
prestando ad essi nuovi ed aggiornati stru- 
menti. Ma c’é di pit: con il proseguire della 
collana lo studioso come |l’amatore avranno 
a loro disposizione un complesso di volumi 
che illustreranno organicamente le raccolte 
d’arte pubbliche del Veneto secondo un me- 
todo preciso, uguale per tutti, condotto sulla 
base dei pili recenti sviluppi della indagine 
storica e critica. E stato seguito, infatti, il 
criterio di pubblicare in ordine alfabetico per 
artista tutte le opere d’arte, presentando di 
ognuna il soggetto, il numero di esposizione 
e di inventario, le misure, la provenienza, lo 
stato di conservazione, i restauri, le refe- 
renze fotografiche e bibliografiche, accom- 
pagnate da un’accurata scheda critica e dalla 
relativa illustrazione. Precede una breve nota 
informativa sulla formazione della collezione 
e seguono una completa bibliografia e gli in- 
dici analitici. Nel caso, poi, della Gipsoteca 
di Possagno sono stati espressamente foto- 
grafati dall’Istituto di Storia dell’Arte della 
Fondazione Cini tutte le sculture e tutti i 
dipinti del Canova ivi conservati. 


Un riconoscimento infine va rivolto agli 
autori dei singoli cataloghi per la competenza 
e Paccuratezza con cui si sono dedicati alla 
compilazione delle schede e di tutte le altre 
notizie interessanti le opere, gli artisti ed il 
complesso delle raccolte. — Umbro Apollonio 


(Continued from page 107) 

ARGAN, GIULIO C. Mastroianni. With a 
biographical note by Ascanio Dumontel. 
4to. 33 pages, 48 monochrome and 3 colour 
plates. Venice 1958: Ed. del Cavallino. 
Lit. 5000 

ARIAS, PAOLO E. Problemi di storia del- 
vArte. Demy 8vo. 104 pages. Bologna 1958: 
Patron. Lit. 900 


| Arte Lombarda dai Visconti agli Sforza. With 


an introduction by Roberto Longhi. 8vo. 
402 pages, 208 monochrome and 9 colour 
plates, Milan 1958: Silvana. Lit. 2000 


BARGELLINI, PIERO. Belvedere. Panorama 
Storico dell’arte. Vol. II: L’arte etrusca. 


8vo. 340 pages. Illustrations and 16 colour 
plates. Florence 1958: Vallecchi. Lit. 3000 


BERENSON, BERNARD. Pagine di diario. 
Pellegrinaggi darte. Italian version by 
Arturo Loria. Preface by E. Cecchi. 8vo. 
164 pages, 128 monochrome plates, Milan 
1958: Electa. Lit. 5000 


BOVINI, GIUSEPPE. Mosaici di S. Apolli- 
nare nuovo di Ravenna. Ii ciclo cristologico. 
4to. 82 pages, 26 monochrome and 14 colour 
plates. Florence 1958: Arnaud. Lit. 12 000 


CHIARELLI, RENZO. Pisanello. Demy 8vo. 
63 pages and 21 colour plates. Milan 1958: 
Aldo Martello. Lit. 900 
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BERN, Gutekunst & Klipstein 


Auction 90 of May 16-17 
Braque: Fruit bowl with lemons (tusche 
drawing, 1950, 18.5 x 36 cm.) 
Swiss frs. 4 800 
Cézanne: Study of Trees (pencil with water- 
colour, 31 X 48 cm.) frs. 16 500 
Chagall: Der Spaziergang (gouache and 
watercolour over pencil, 1919, 32 23 cm.) 
frs. 12 000 
H.-E. Cross: Bay on the Riviera (water- 
colour, 1909, 28 < 44.5 cm.) frs. 5 400 
Degas: The Bath (monotype heightened with 
chalk, No. 373 in Vente Degas, vol. 4, 


48.5 < 48 cm.) frs. 8 200 
Degas: La Sortie du Bain 
(lithograph, D. 64/V) frs. 5 000 


Degas: Femme nue debout, a sa toilette 
(lithograph, D. 65/III) frs. 3 900 
Delaunay: Equipe de Cardiff (pen and pencil, 
1913, 43 < 26 cm.) frs. 4 200 
Goya: Los Caprichos (series of 80 etchings, 
4to; according to Delteil the lst printing 
of 1799, according to Hofmann Ist printing 
of 1803) frs. 11 800 
Heckel: Zwei Madchen (colour woodcut, 
1909, 32.5 X 37 cm.) frs. 3 300 


Kandinsky: Composition with Red Triangle 
(watercolour of the Bauhaus Period, dated 
22, 34.5 & 26.5 cm.) frs. 13 800 

Kirchner: Zwei nackte Madchen auf Sofa 
(pastel, 1908, 67 < 89 cm.) frs. 3 300 

Klee: Psychogramm mit dem Fuf (pen on 
coloured ground, 1930, 31.5 < 47.8 cm.) 

frs. 3 850 

Klee: Fall im Traum (watercolour, 1939, 
MM 13, 27 X 21.5 cm.) frs. 7 200 

Léger: Composition sur fond jaune (oil on 
paper, a sketch for a mural painting at 
Vezelay, 39 < 44.7 cm.) frs. 7 100 

Lehmbruck: Mddchenkopf, sich umwendend 
(sculpture, red cement, 49.5cm. high, 
1913/14) frs. 22 400 

Otto Miiller: Drei badende Madchen auf 
Felsen am Strand (watercolour over blue 
chalk sketch, 50.5 < 66 cm.) frs. 3 '750 

Munch: Abend am Strand (Melancholie) 
(colour woodcut, Schiefler 144) frs. 3 650 

Nolde: Bliihende Rudbekien (watercolour, 
23 X 27 cm.) frs. 3 600 

Nolde: Tanzende Kobolde (watercolour, 

34.5 X 47.2 cm.) frs. 3 900 
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AUCTIONS 


Nolde: Roter Papagei (watercolour, 


47.5 X 35 cm.) 
Picasso: Sketch with female nude (pen draw. 
ing, ca. 1902, 11. X 15.5 cm.) frs. 4 70) 
Picasso: Young Woman Standing, profile 
facing left (watercoloured pencil drawing 
ca. 1904, 17 XK 9cm.) frs. 7 80) 
Picasso: Le Guéridon (Pencil drawing, 
Zervos V1/1376, 27.5 < 18.5cm.) _ frs. 530 
Picasso: Still-life (tempera, signed and date 
19-6-20, 15 X 18.5cm.) frs. 7 000 
Picasso: Le Bateau pendu (tusche drawing 
signed and dated ”Cannes 2 aoit XXXII’ 
40 < 50.5 cm.) frs. 5 20 
Picasso: Head of Woman in profile (etching 
G. 7/a, 1905) frs. 5 62 
Picasso: Ovid: The Metamorphoses (Series 
of 30 etchings mounted in passepartouts, 
the whole contained in linen slip-case 
G. 143-172) frs. 5 800 
Renoir: Page of sketches (pencil, red chalk, 
charcoal, tusche; 29 K 42 cm.) frs. 5 050 
Schwitters: Herz (collage, “Mz. 253”, signed 
and dated 1921, 19.5 14.5cm.)  frs.3 00 


Toulouse-Lautrec: Au Moulin-Rouge 
(La Goulue et sa Sceur) (Colour lithograph 
of 1892, Delteil 11) frs. 8 300 


Toulouse-Lautrec: Mlle. Marcelle Lender, 
debout (Coulour lithograph, Delteil 103) 
frs. 5 100 


Toulouse-Lautrec: Idylle Princiére (Colour 
lithograph, Delteil 206, No. 1 of 15) 
frs. 9 800 


Toulouse-Lautrec: Le Jockey (Colour litho- 
graph, Delteil 279) frs. 5 500 


Vuillard: Woman standing in room (charcoal 
and pastel, 24 X 25 cm.) frs. 4300 


(Note: the catalogue of this auction con- 
tains a 117-page fully documented descript- 
ive listing, and 51 pages of plate illustrations 
of the highest quality.) 


Auction No. 88 of May 13/14: Iustrated 
books and a documentary library of 20th 
Century Art and Literature. 


Paul Verlaine: 
with original lithographs by Pierre Bor- 
nard. Paris 1900: Ambroise Vollard. Vol- 
lard’s first publication. Skira 21. Contains 
109 lithographs printed in red and 9 wood- 
cuts. Swiss frs. 4 700 


frs. 3 90 | 


Parallélement. Illustrated } 
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ip-case, 
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The Pastorals of Longus, or Daphnis and 
Chloe. With 151 original lithographs by 
Bonnard. 4to. 294 pages. Paris 1902: Vollard. 

frs. 3 700 

Hesiod: Théogonie. With 20 original etchings 
by Braque. Paris 1955: Maeght. frs. 2 100 
Apollinaire: L’Enchanteur pourrissant. With 
Zloriginal woodcuts by Derain. Paris 1909: 
Ed. Henry Kahnweiler. frs. 2 850 
Picasso-Buffon: With 31 original etchings, 
including La Puce, for texts of Buffon. 
Paris 1942: Martin Fabiani. frs. 6 900 

: (Note: the catalogue for this sale is a 

' yaluable reference work for librarians and 

: collectors of books pertaining to modern art, 

‘notably Dadaist, Surrealist and Futurist 

| publications. It contains 101 pages of de- 
scriptive listings, an index and numerous 
illustrations.) 


eer ahem 


* 


Auction No. 89 of May 14: Artists’ Auto- 

graphs 1850-1950. 

Paul Cézanne: A watercolour of 1884, mea- 
suring 26.5 42cm., with a short letter 
written in the left margin Swiss frs. 28 500 

Chagall: 3 page, 4to holograph manuscript 
of a poem by Chagall, signed and decorat- 
ed with two coloured drawings, Vence, un- 
dated. frs. 2 450 

Gaugin: A letter, dated “Atuana, Dec. 1902”, 
addressed to the commanding officer of 
the Papeete Gendarmerie, protesting the 
behaviour of his men. frs. 1 950 
(Note: the remarkably handsome cata- 

logue for this sale contains 153 pages of ex- 

planatory notes and facsimile reproductions.) 


STUTTGART, Kunstkabinett Ketterer 


Auction 31 of May 20/21 

Feininger: Siissenborn (1923, oil on canvas, 
41.5 X 53 cm.) DM 25 700 

Feininger: Neppermin (1924, pen and water- 
colour, 25.5 X 35 cm.) DM 3 600 

Kirchner: Maddchenkopf (1903, watercolour, 
45 X 34 cm.) DM 3 500 

Kirchner: Lesendes Madchen auf Sofa (1905, 
watercolour, 44.5 & 34.5 cm.) DM 4 250 

Kirchner: Park mit roten Blumenbeeten und 
griinen Bosketts, Dresden (1905, water- 
colour, 34.5 & 43 cm.) DM 3 800 


' Kirchner: Sitzende und Liegende (1905-06, 


watercolour, 49 < 60 cm.) DM 7 000 


Kirchner: Vier nackte Madchen im Atelier 
(1908, poster colour and coloured chalk, 


: 49 X 59 cm.) DM 4 700 


: 


Kirchner: Fehmarnkiiste mit Baumen 
(1912, watercolour and chalk, 37.8 X 46cm.) 
DM 4 500 
Lehmbruck: Kleine Sinnende (terracotta 
statuette of 1911, 49cm. high) DM 7 100 
Macke: Clown (karikiertes Selbstbildnis) 
(1913, oil on card, Vriesen No. 383, 
53 X 40.5 cm.) DM 3 800 
Marc: Berglandschaft mit Regenbogen 
1913/14, oil on canvas, formerly in the 
Alois Schardt Collection, 116 X 50cm.) 
DM 36 000 
Paula Modersohn-Becker: Alte Bauerin mit 
zwei Kindern (1905, oil on thin card, not 
listed in Pauli, 56.5 <X 61 cm.) DM 9 100 
Otto Mueller: Weiblicher Halbakt von vorn 
mit aufgestiitztem rechtem Arm (1920-25, 
watercolour and chalk, 50 X 34cm.) 
DM 4 900 
Munch: Junges Madchen am Strand (Die 
Einsame) (1896, coloured scratch-board, 
Schiefler 42/b) DM 7 000 
Munch: Mddchenkopf am Strande (colour 
woodcut, 1899, Schiefler 129/b) DM 7400 
Munch: Aktfigur (Die Siinde) (1901, colour 
lithograph, Schiefler, 142/c) DM 4 600 
Nolde: Bei der Schleusse (1908-10, oil on 
canvas, 72.5 < 87.5cm.) DM 11 000 
Nolde: Freunde (1920-25, oil on board, 
52 X 70cm.) DM 16 200 


Nolde: Wolken iiber dem Meer mit Segel- 
booten (Siidsee) (poster- and watercolour, 
1913-14, 22.7 < 38.5 cm.) DM 5 500 

Nolde: Abendliche Marschlandschaft mit 
Bauernhof (1920-25, watercolour, 


33 X 45 cm.) DM 5 000 
Nolde: Roter Mohn (1925-30, watercolour, 

34 X 48 cm.) DM 7 100 
Nolde: Heilige drei Kénige 

(1913, colour lithograph) DM 5 300 


Christian Rohlfs: Blaue Kapelle (poster- and 
watercolour, 1933, 56 X 78cm.) DM4600 


Oskar Schlemmer: Aufblickende mit aufge- 
stiitzter Hand (oil on card, 1940, 
38 X 27.2 cm.) DM 5 200 


Schmidt-Rottluff: Rote Pfingstrosen (water- 
colour, 1930, 48.5 < 68.5 cm.) DM 4 400 


Vlaminck: Village Street with Church Tower 
(Pontoise) (gouache, 1925, 45 « 54.5 cm.) 
DM 5 200 


(Note: the handsomely printed, carefully 
documented catalogue for this sale contains 
44 pages of plate reproductions and num- 
erous text illustrations. In all, 1070 items are 
listed, including 50 works by Corinth, 94 by 
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by Schmidt-Rottluff.) 


PARIS, Hotel Drouot, May 9th: 
Degas: Paysage de vaste étendue 
(drawing, 27 X 44cm.) frs. 500.000 
Degas: Page de trois croquis de chevaux 
(drawing, 38 < 17cm.) frs. 190.000 


La Fresnaye: Portrait d’homme assis 
(drawing, 43 K 25 cm.) frs. 1$5.000 


Maillol: Nu &@ genoux (drawing, 27 X 37 cm.) 


frs. 155.000 
Rousseau: Paysage dhiver 
(drawing, 12.8 X 22.5 cm.) frs. 152.900 
Toulouse-Lautrec: Etreinte 
(drawing, 33 X 21 cm.) frs. 205.000 


Outamaro: Le Livre illustré des jolies 


femmes frs. 205.000 
Shunyei: Portrait d’acteur en buste (print) 
frs. 165.000 

Cassatt: La Lettre (print) frs. 235.000 


Cézanne: Les Baigneurs (print) frs. 160.000 


Corot: Le Repos des philosophes (print) 
frs. 170.000 


Corot: Douze croquis et dessins originaux 
frs. 850.000 


Daumier: Tout ce qu’on voudra (14 plates) 
frs. 210.000 


Degas: Marguerite Degas (print) frs. 250.000 


Degas: La Chanteuese (monotype) 
frs. 405.000 


Degas: Jeune femme de profil (monotype) 
frs. 220.000 


R. Dufy: La Mer (6 lithographs) frs. 400.000 
Géricault: Boxeurs (print) frs. 350.000 


Manet: Charles Baudelaire, de face 
(3rd proof) frs. 190.000 
Manet: Les Courses (print) frs. 720.000 

Renoir: Le Chapeau épinglé (print) 
frs. 210.000 
Renoir: Maternité (print) frs. 166.000 
Toulouse-Lautrec: Blanche et noire (print) 
frs. 340.000 

Toulouse-Lautrec: Napoléon (print) 
frs. 280.000 


PARIS, Galerie Charpentier, June 3rd: 


Dugoure: La Présentation au Sultan 
(gouache, 26 X 21 cm.) frs. 180.000 
Pillement: La Ferme au bord de Veau, La 
Vieille Tour (2 drawings, 44 <X 73 cm.) 
frs. 800.000 


Van Loo (attr. to C.): Portrait de jeune fille 
(coloured pencil, 22 x 17cm.) 


frs. 230.000 
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Heckel, 97 by Kirchner, 47 by Pechstein, 68 


Canella: Le Boulevard a@ Paris, Le Val-de. 
Grace (oil 13.3 < 17.7 cm.) frs. 650.00) 


Delyens: Portrait de Francois la Goille d& 


Courtagnon (oil, 133 >< 105cm.) frs. 510.0% F 


Demane: La Collation champétre 
(oil, 49 X 60 cm.) 
Demane (attr. to J. van): 


frs. 700.00 


(oil, 56 X 85 cm.) frs. 620.000 
Greuze: La petite réveuse 
(oil, 42 X 34 cm.) frs. 1.080.000 


Greuze (School of): Le Petit Boudeur 
(oil, 47 X 34cm.) 
Guardi: L’Are en ruine, La Pyramide 
(oils, 19 X 15cm., 19 X 75cm.) 


A. Keirinex: Bords de riviére 
(oil, 52 K 104 cm.) frs. 1.020.000 
J.-M. Nattier: Portrait d’une Princesse de 
France (oil, 74 <X 60cm.) frs. 2.100.000 


Bord de riviére F 


frs. 650.000 | 


frs. 4.500.000 


Tourniéres: Monsieur Soufflot et sa famille F 


(oil, 66 X 82 cm.) 
Lépicié: Vue de Vintérieur d’une grande 
halle (oil, 98 X 162cm.) frs. 2.100.000 
Oudry (attr. to J. M.): Trophée de chasse 
(oil, 79 X 87 cm.) frs. 600.000 
A. de Saint-Aubin: Portrait d’Augustin de 
Saint-Aubin par lui méme (pen and wash, 
19 X 14cm.) frs. 650.000 
L.-L. Birlly: La Promenade au Jardin 
(oil, 40 K 32 cm.) frs. 2.900.000 
P.-P, Rubens: La bataille de Constantin et 
de Mazxence (oil, 36 < 57cm.) frs. 7.000.000 
Degas: Aprés le bain (charcoal, 70 < 88 cm.) 


frs. 520.000 
Boudin: Antibes (oil, 50 X 72cm.) 
frs. 2.300.000 
Boudin: Bords de riviére (oil 61 X 50cm.) 
frs. 850.000 
Corot: Le Silence (oil, 25 X 40 cm.) 
frs. 1.500.000 


R. Dufy: Céte normande, la maison rouge 
(oil, 54 & 65 cm.) frs. 3.200.000 


Jongkind: Le Lac Léman a Nyon, 1875 
(oil, 57 X 84 cm.) frs. 4.300.000 


Jongkind: Paris, la rue de la Harpe 


(oil, 47 X 34cm.) frs. 1.050.000 
P. Laprade: Le manteau rouge 
(oil, 65 X 81 cm.) frs. 950.000 


Marquet: Le Boulevard de la Madeleine 
(oil, 81 X 65 cm.) frs. 4.300.000 


Monticelli: Réunion dans un parc 
(oil, 34 X 50cm.) frs. 700.000 
Pissarro: Bateaux a quai a Rouen 1898 
(oil, 54 X 65cm.) frs. 3.800.000 


frs. 610.000 F 


— 
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Soutine: Portrait de jeune homme 
(oil, 60 X 52 cm.) frs. 3.000.000 

Van Dongen: La présentation des manne- 
quins @ V’Infante Dona Teresa 


(oil, 54,5 X 65 cm.) frs. 1.700.000 


» Viaminck: Paysage de neige (oil, 60 x 73cm.) 


frs. 2.800.000 


' Utrillo: L’Eglise Saint-Séverin 


(oil, 61 X 45,5 cm.) frs. 3.700.000 


On 6 June 


) Degas: Nu a la cheminée 


(pastel, 45 X 27,5 cm.) frs. 850.000 


R. Dufy: Paysage (watercolour, 48 X 65 cm.) 
frs. 380.000 


| R. Dufy: Cannes, la promenade 


(watercolour, 48 < 65 cm.) frs. 415.000 
Toulouse-Lautrec: Au cirque, les clowns 

(pencil, 35 22,5 cm.) frs. 500.000 
Vlaminck: Paysage au bord de Veau 

(gouache, 44.5 X 54cm.) frs. 530.000 


Viaminck: Paysans labourant prés des 
maisons du village (watercolour, 31 X 40cm.) 

frs. 485.000 
J. Pougny: Plage (oil, 19 X 24cm.) 

frs. 900.000 
A. Renoir: Paysage (oil, 26.5 X 29cm.) 

frs. 850 000 
A. Renoir: Paysage (oil, 22 X 28cm.) 

frs. 225.000 
Vlaminck: Le village au clocher 


(oil, 46 X 54 cm.) frs. 1.470.000 


On June 10 
R. Dufy: Les régates ad Henley 1937 (water- 

colour, 50 X 65 cm.) frs. 2.210.000 
Jongkind: Les bateaux 

(watercolour, 30 < 48 cm.) frs. 1.350.000 
Jongkind: Le port et le canal en Hollande 

(watercolour, 27 X 43 cm.) frs. 700.000 
Picasso: Portrait de Mme Alarcon 

(pencil, 48 <X 31 cm.) frs. 1.300.000 
Pissarro: Gardeuses de moutons, vers 1887 

(gouache, 63 < 48 cm.) frs. 2.300.000 
Renoir: Mlle Dieterle au Chapeau 

(pencil, 50 & 40 cm.) frs. 1.100.000 
Renoir: Le Déjeuner champétre 

(sanguine, 39 < 31 cm.) frs. 2.400.000 


Rouault: La maison bleue, 1905 (water- 
colour, 27 < 36 cm.) frs. 1.070.000 


Viaminck: Le clocher du village (water- 
colour, 45 < 56 cm.) 


frs. 1.050.000 


Bonnard: La promenade, 1898 
(oil, 128 < 51.35 cm.) 


frs. 5.000.000 
E. Boudin: Voiliers en rade du Havre 


(oil, 43 X 55 cm.) frs. 2.700.000 


E. Boudin: Venise 1893 (oil, 27 X 41 cm.) 
frs. 3.300.000 


E. Boudin: Les laveuses a Trouville, 1880- 


1882 (oil, 32 X 41 cm.) frs. 4.100.000 
Marc Chagall: Personnages 
(oil, 55 X 38 cm.) frs. 4.600.000 


Delacroix: Androméde délivrée par Persée 


(oil, 42 K 33 cm.) frs. 3.300.000 
Ch. Dufresne: La chasse 
(oil, 115 K 147 cm.) frs. 1.300.000 


J.-L. Forain: Deux danseuses dans les cou- 
lisses (oil, 46 X 55 cm.) frs. 950.000 
O. Friesz: Les femmes a la fontaine, 1912 


(200 225 cm.) frs. 950.000 
O. Friesz: Le port de Toulon 

(oil, 81 X 65 cm.) frs. 1.000.000 
Jongkind: La rue en démolition 

(oil, 33 X 45cm.) frs. 2.200.000 
Jongkind: Marseille: le port 

(oil, 53 X 79 cm.) frs. 3.000.000 


Jongkind: Patineurs sur le canal, Hollande 
1863 (oil, 34 X 47cm.) frs. 1.900.000 
La Fresnaye: La gardeuse de moutons, 1909 


oil, 162 X 144m.) frs. 3.400.000 
S. Lépine: Vue de la Marne 
(oil, 23 X 32 cm.) frs. 1.400.000 


S. Lépine: La Seine 4 Charenton 
(oil, 28.5 & 59 cm.) frs. 5.000.000 


Marquet: Céret, 1940 (oil, 16 X 22cm.) 
frs. 1.300.000 


Marquet: Marseille, le quai de la rive neuve 
(oil, 46 X 55cm.) frs. 1.060.000 


Cl. Monet: Village de la Roche-Blond 
(oil, 74 X 93 cm.) frs. 1.500.000 


Cl. Monet: Sur la falaise, prés de Dieppe 
1897 (oil, 65 X 92cm.) frs. 1.800.000 


CL Monet: Torrent de la peite Creuse, 1889 
(oil, 65 X 92 cm.) frs. 3.500.000 


Renoir: Citrons, 1918 (oil, 29 X 35cm.) 


Renoir: Paysage du Midi, 1914 
(oil, 22 X 39 cm.) frs. 1.300.000 


Renoir: Roses 1918 (oil, 18 X 32cm.) 
frs. 1.300.000 


Renoir: Femme lisant en blouse arabe, 1919 


(oil, 39 X 40 cm.) frs. 5.100.000 
Sisley: Chaumiére aux Sablons 
(oil, 54 X 73 cm.) frs. 5.000.000 


Soutine: Le poulet (oil, 73 X 60cm.) 
frs. 4.000.000 
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Stael: Composition (oil, 65 < 81 cm.) 
frs. 2.000.000 


Toulouse-Lautrec: Portrait de Manzi, vers 
1898 (oil, 86 X 59 cm.) fr. 11.000.000 


M. Utrillo: Chateau Montvallon, 1928 


(oil, 60 X 73 cm.) frs. 1.600.000 
M. Utrillo: Rue a4 Montmartre 
(oil, 36 X 42 cm.) frs. 1.700.000 


M. Utrillo: Rue Cortot a4 Montmartre 
(oil, 48 X 38 cm.) frs. 1.480.000 
M. Utrillo: Montmartre (oil, 55 X 46 cm.) 
frs. 1.900.000 
M. Utrillo: Le Moulin de la Galette 
(oil, 36 X 42.5 cm.) frs. 2.100.000 
M. de Vlaminck: Vase de fleurs 


(oil, 65 X 50 cm.) frs. 2.700.000 


On June 13 
Mary Cassatt: Fillette (watercolour, 

50 X 35 cm.) frs. 700.000 
Cézanne: Auvers-s.Oise 

(watercolour, 23 X 28 cm.) frs. 820.000 
Chagall: Le Renard et les Raisins 

(gouache, 51 < 40 cm.) frs. 2.500.000 


Chagall: Les fiancailles (wash and pastel, 
37 X 36 cm.) frs. 750.000 


Degas: 4 danseuses en étude de mouvement 


(charcoal, 52 XK 44cm.) frs. 1.500.000 
Dufy: Les murs de Marrakech 
(watercolour, 49 X 64cm.) frs. 1.050.000 


Boudin: Paysage aux environs de Dunkerqy 
(oil, 40 X 54cm.) frs. 2.450.009 
Boudin: Voiliers en mer (oil, 9 X 24cm.) 
frs. 980.0% 
de Dreux: Scéne équestre en Angleterre 
(oil, 38 X 61 cm.) frs. 1.000.0H 
Jongkind: Péatineurs en Hollande 
(oil, 42 < 56 cm.) 
Metzinger: Nature morte (oil, 73 X 100 cm) 
frs. 800.00 


Monet: Le Mont Kolsaas (oil, 65 X 100 cm) & 


frs. 3.020.00 
Pascin: Modéles 4 la campagne 
(oil, 73 X 60 cm.) frs. 850.000 


Renoir: Anémones (oil, 1918, 21 X 42cm.) 


frs. 1.700.000 
Roualt: Fleurs décoratives 
(oil, 44 X 33 cm.) frs. 4.000.000 
Van Dongen: Au Music-Hall 
(oil, 73 X 60 cm.) frs. 2.700.000 F 


VERSAILLES: Hotel de Ville, June 3 


B. Buffet: L’homme nu (oil, 200 < 94 cm.) 
frs. 900.000 
Gromaire: Les arbres dans la féret 
(oil, 100 X 81 cm.) frs. 3.100.000 
Manet: Fleurs devant la fenétre 
(oil, 65 X 81 cm.) 
Marquet: La Seine a La Frette 
(oil, 50 X 61 cm.) frs. 1.250.000 


Viaminck: La Rue Saint-Vincent 


frs. 9.000.000 


(oil, 54 < 65 cm.) frs. 3.000.000 
Utrillo: Rue @ Sannois 
(oil, 1935, 56 X 72 cm.) frs. 2.300.000 


Important Fall Auctions 


Among the various auctions of more than average interest that are scheduled for the 
autumn, two that are certain to draw collectors and museum directors from all parts of the 
western world will take place in London and New York. 


The first of these is the sale at Sotheby’s in London on Wednesday, October 15th of seven 
paintings from the Estate of the late Jakob Goldschmidt of New York. These comprise 
three Manets, La Promenade, La Rue Mosnier aux Drapeaux and Manet @ la Palette 
(illustrated), two Cézannes, Les Grosses Pommes and Garcon au Gilet rouge (illustrated), 
Renoir’s La Pensée, and Van Gogh’s Jardin Public a Arles. Sotheby’s confidently except 
this sale to bring the highest total ever realized in London for a group of modern works. 


The second sale will take place Wednesday, November 19th at 8 p.m. when the Parke- 
Bernet Galleries of New York will offer around thirty Impressionist, post-Impressionist 
and early modern paintings from the Arnold Kirkeby Collection. Among these are four 
Renoirs, a middle period Cézanne, Garcon couché, Matisse’s Fleurs et céramique of 191], 
Van Gogh’s Paris period Bateau a4 l’Amarre, two three-quarter length portraits by Modi- 
gliani, Picasso’s 1903 Mother and Child (illustrated), Rouault’s Crépuscule: Paysage légen- 
daire, Manet’s full length study of a young woman in the Bellevue Garden (illustrated), 
and works by Vlaminck, Utrillo (‘white’ period), Bonnard, Pissarro, Monet and Degas. The 
paintings will be exhibited in the Parke-Bernet Galleries from November 8, Admission 


to the sale will be by card only. 
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pencil drawings, till 12/10. Stedelijk Mus- 
eum De Lakenhal: Gerretsen and Hierck, till 26/10. 

: Boymans Museum, Michael Sweerts and 
nis contemporaries (about 85 paintings from Europ- 
ean and American collections), till 23/11. Museum 
yoor Land en Volkenkunde: Hiroshige, till 20/10. 
Utrecht: Centraal Museum, Modern French Tapestry, 
November; Dutch graphic art, and 50 well designed 
pooks, 15/12—15/1/59; Spanish graphic works, end 
November—end December; Modern Canadian Paint- 
ings, 7/11—7/12; Modern South African Paintings, 


12/12— 10/1/59. 


Great Britain 


Bedford: Cecil Higgins Museum, The Impression- 
ist Tradition (Arts Council, Part I), 25/10—15/11. 
Bradford: Cartwright Memorial Hall, David Bom- 
berg (Arts Council), 11/10—1/11. Cambridge: Fitz- 
william Museum, J.S.Cotman (1782— 1842), water- 
colours, October—November; Hendrik Goltzius 
(1558—1616), engravings, October—December. Cardiff: 
National Museum, Selection from the Royal Academy 
1958, 11/10—9/11; Paintings by Members of the Art- 
ists International Association, November. Chelten- 
ham: Art Gallery, 54 paintings by Matthew Smith, 
Francis Bacon and Victor Pasmore (Arts Council), 
till 18/10. Leicester: Museum and Art Gallery, 
Paintings from the Urvater Collection, till 4/10; 
English 18th and 19th C. watercolours, till 24/10; 
Children’s Art, 18/10—18/11. Liverpool: Walker Art 
Gallery, Alan Davie, paintings and drawings, till 
$/10; Painting and Sculpture in England from 1700— 
1750, 15/10—15/11. London: Arts Council Gallery, 
Trends in Contemporary Dutch Art, till 11/10; 
George Stubbs, rediscovered anatomical drawings, 
2/ll—13/12. British Museum: European Water- 
colours. Tate Gallery: The Urvater Collection, 12/11 
to 14/12; Lovis Corinth, 10/1—15/2; New American 
Painting, 24 /3. Beaux-Arts Gallery: Jack Smith, 
till 10/10. Colnaghi: Old Master Drawings and Prints. 
Cooling: J. W. Morgan, till 4/10. Drian: Crozier, 
Irvine and Tamir, till 11/10; Fidler, Fontené, Crozier. 
Burlington House: Russian Art, November—February. 
Gimpel Fils: Harold Cohen and Redvers Taylor, 
paintings, till 11/10. Hanover: Zyw, paintings and 
watercolours, till 7/ll. I.C.A.: Parisian Graffiti 
photographed by Brassai, till 25/10. Iveagh Bequest 
(Kenwood): Allan Ramsay, paintings, September. 
Jeffress: Paintings by Stuart Armfield, Gordon 
Drysdale, Alan Price and Roy White, September; 
Bruno Caruso, recent paintings, October. Knoedler: 
Old Master, Impressionist and Contemporary Draw- 
ings. Lord’s Gallery: Schwitters. Marlborough: 
André Masson, from 15/10. New Vision Centre: 
Borge Sornum, Tore Haaland and Gunvor Advoc- 
aat, paintings, till 18/10. O’Hana: Victor Pasmore, 
recent paintings and constructions. Roland, Browse 
and Delbanco: Josef Herman, till 18/10. Royal 
Academy: Sir David Wilkie, paintings and drawings, 
17/10— 10/12; Russian Painting from the 14th Century 
till today, December through February. St. George’s 
Gallery: Charles Howard, drawings, till 4/10. Arthur 
Tooth: Corot to Picasso, till 4/10; Borduas and 
Harold Town, till 25/10. Victoria and Albert Museum: 
The Art of Byzantium. Waddington Galleries: Tre- 
vor Hill. Whitechapel: Women’s Art Club Annual, 
October; Jackson Pollock Retrospective (under the 
auspices of the Museum of Modern Art, New York, 
and the U.S.I.S.), 6/1l—7/12. Zwemmer: Verney, 
Cheesman and Grimble, till 17/10. Manchester: City 
Art Gallery, Exhibition by students of the Regional 
College of Art, 21/10—16/11. Newcastle-on-Tyne: 


Laing Art Gallery, Robert Colquhoun, till 4/10. 
Oxford: Bear Lane Gallery, Kit Barker, Louis James, 
Trewin Cobblestone, till 31 /10. 


Sheffield: Graves 


Art Gallery, Northern Young Artists (Arts Council), 
25/10—23/11. York: City Art Gallery, Drawings from 
the Permanent Collection, September. 


France 


Aix-en-Provence: Galerie Pierre Coren, Guérrier, 
recent paintings. Avignon: La Calade, Jacques Cha- 
piro, till 12/9; the Vagh Weinmann brothers, till 
October. Cagnes sur Mer: Galerie des Arts, Modern 
paintings. Cannes: L.-A. Cabane, recent paintings. 
Galerie 65: Germaine Richier, September. Galerie 
Cézanne: Henry d’Anty, September. Galerie des 
Etats-Unis: Contemporary masters. Clermont- 
Ferrand: Galerie A, School of Paris painters. Deau- 
ville: Galerie André Maurice, Aicardi, Gantner, 
Guérrier, Morvan, Pelayo, etc. Dijon: Musée, Pru- 
dhon et la Bourgogne, January—February. Eze 
Village: Caveau des Légendes, Fred Zeller, 10 years 
work. Grenoble:. Musée, 19th Century Romantics 
and Realists, till 10/11. Juan-les-Pins: Pergola, Pierre 
Valade. Lyon: Galerie Grange, Young French, Ger- 
man and Italian painters, including Benrath, Gaul, 
Hoehme, Laubiés, Parisot, Van Haardt and Vedova, 
through October. Marseille: Musée Cantini, Ver- 
dilhan (1877—1928), November and December. Mont- 
pellier: Galerie Mirage, Monique Lancelot, drawings, 
and the Gallery painters. Nancy: Museé des Beaux- 
Arts, Victor Prouvé Retrospective, October—Novem- 
ber; Romanticism and Realism, November—Decem- 
ber. Nice: Boutique d’Art, Derain, Dufy, Picabia, 
Lhote, Gen Paul, Guérrier, etc. Galerie Hervieu: 
Clave, Atlan, Duncan, Goetz, Herbin, etc. Paris: 
Bibliothéque Nationale, Dunoyer de Segonzac, water- 
colours, drawings, prints, till 15/10; Byzantium and 
Mediaeval France, painted manuscripts, through 
December. Musée des Arts Décoratifs: Scandinavian 
Forms, November—February; 17th and 18th century 
English Art, March till May. Musée d’Art Moderne: 
From Impressionism till Today, till 17/11; Lurgat, 
till 19/10; Lasar Segall, 23/10—23/11; Hayter, Scott 
and Armitage, 15/11—15/12; André Lhote, December; 
The New American Painting, 12/1—9/2/1959. Musée 
d’Art Moderne de la Ville de Paris: Surindependants 
and Salon d’Art Sacré, October; Salon d’Hiver, 
November. Musée Galliéra: Japanese Artists in 
France, October; Soulas, retrospective of his prints, 
November. Musée Guimet: Greco-Buddhist and 
Central Asiatic Art from collections in Pakistan, 
Berlin and Rome, November and December; in the 
Guimet Annex, The Mask, from the beginning of 
November. Musée Jacquemart André: Victor Louis, 
architectural drawings from the Warsaw University 
Library, till 5/10; Prud’hon Retrospective, from 
15/10. Maison de la Pensée Francaise: Zadkine 
Retrospective, till 13/10. Galerie A.G.: Paintings by 
Pierrakos, Robert Tatin, Altmann, September. 
Arnaud: “Divergences VI". Art Vivant: Asse. Berg- 
gruen: Picasso, Matisse, Klee and other masters. 
Bernheim Jeune: Matisse, September. Bing: Atlan, 
Berthon, Robert and Sonia Delaunay, Lanskoy, 
Piaubert, Poliakoff. Claude Bernard: Sculpture by 
Arp, Cesar, Chadwick, Cousins, Dodeigne, Dubuffet, 
Ernst, Giacometti, Gilioli, Hajdu, Moore, Penalba, 
Signori, a.o. Jeanne Bucher: Nallard, Nevelson, 
Omcikous. Charpentier: Treasures of the Museum 
of Caen and 100 paintings by Boudin. Iris Clert: 
Micro Salon. Cordier: Dubuffet, Chadwick, Michaux, 
Goetz, d’Orgeix, Requichot, Viseux, Wols, a. o. 
Creuzevault: Calmettes, Cesar, Civet, Clavé, Ernst, 
Piaubert, Poliakoff, a.o. La Demeure: L.-M. Jullien, 
till 9/10. Denise René: Constructivist Art. Galerie 12: 
Contemporary masters and young painters. Dragon: 
Matta, Zanartu, Tanguy, Cesar, a.o. Durand-Ruel: 
Renoir, till 15/10; Dauchot. Facchetti: Recent works 
by Kemeny and other Gallery artists. Galerie de 
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France: Hartung, Magnelli, Manessier, Music, Sou- 
lages, Zao Wou-Ki, a.o. Furstenberg: Lattanzi, 14 
to 31/10. Legendre: Arnal, Bott, Corneille, Sugai, a.o. 
Louise Leiris: Laurens, stone sculpture, 29/10—29/11. 
Jacques Massol: Busse, Clerte, Cortot, Dmitrienko, 
Lagage, Mogens Anderson, Key Sato, a.o. Mourgue: 
Joan Rolle, paintings, till 30/9. Soleil dans la Téte: 
Bellmer, Coutaud, Zurn, Prinner. Stadler: Brown, 
paintings, October. R : Musée des Beaux-Arts, 
“Les Parisiennes”, 15/10—30/11. Saint-Etienne: Musée, 
Young Printmakers, till 20/10; Pougny, 25/10 — 30/11. 
Strasbourg: Chateau de Rohan, The Post in Alsace 
and in Lorraine (History and Philately), 11— 19/10; 
Contemporary Prints (by members of Le Trait), 
November. Toulon: Musée, Francois Desnoyer, 
September; Paintings of an American City, October; 
paintings by Stan, November. Tours: Musée, An- 
toine Bourdelie, about 100 sculptures, busts, reliefs, 
drawings and watercolours, till 12/10. Vence: Galerie 
Les Mages, paintings by Dubuffet, Leppien, Maus- 
sion, Mubin and others. 


The United States 


(Exhibitions with the designation “S’ in brackets 
are circulated by The Smithsonian Institution.) 
Akron: Art Institute, Fulbright Painters (S), 19/10 
to 9/11. Andover: Phillips Academy, Six Japanese 
Painters (S), till 26/10. Baltimore: Museum of Art, 
Primitive Influences on Art of the 20th Century, 
through September. The Walters Art Gallery: 
Costume Accessories from 1500—1900, 13/9— 12/10. 
Bloomington: Indiana University, Contemporary 
German Prints (S), till 22/10. Cincinnati: Art Museum, 
Jozsef Domjan’s colour woodcuts, 21/10—25/11. 
Cleveland: Museum of Art, Indian Paintings from 
Rajasthan (S), till 22/10; drawings, watercolours and 
prints by Peter Takal, 5/11—31/12; Selected works 
by contemporary American and European artists, 
11/1l—31/12. Howard Wise Gallery: Colour Litho- 
graphs and Etchings by Miré, September; Xavier 
Gonzalez, paintings, from 21/9; Henri-Georges Adam, 
prints; Pierre Soulages, paintings and prints. Dallas: 
Museum of Fine Arts, 100 Years of American Archi- 
tecture, till 26/10. Dayton: Art Institute, 25 New York 
Artists, September and October; Lipton Tea Collect- 
ion of English Silver of 1580—1820, 18/10—16/11. 
Hartford: Wadsworth Atheneum, Cartoons by Robert 
Osborn and Mischa Richter, through September; 
16 American primitive paintings donated by Mrs. 
Edith Halpert, through September. Houston: Museum 
of Fine Arts, opening of new Cullinan Hall designed 
by Mies van der Rohe, with exhibition, ‘““‘The Human 
Image’, comprising paintings and sculpture from 
the Egyptians to today, 11/10—23/11. La Jolla: Art 
Center, Frank Heinz, paintings, till 26/10; Doris 
Allen, prints and weaving, 29/10—23/11; James Harris, 
paintings and prints, 26/11—21/12. Lawrence: Uni- 
versity of Kansas, Contemporary Portuguese Archi- 
tecture (S), till 26/10. Louisville: J. B. Speed Museum, 
2nd Pacific Coast Biennial (S), till 22/10. Los Angeles: 
Dalzell Hatfield Galleries, Richard Haines, recent 
oils, 15/10—15/11; figure paintings by Grigory Gluck- 
mann, 15/11—15/12; modern French and German 
masters, 15/12— 15/1/59. Frank Perls Galleries: Con- 
temporary European and American artists. Robert 


Stolper: Pre-Columbian art. Minneapolis: Walker 
Art Center, Paintings and drawings by Kurt Selig. 
mann, till 29/6; Paintings by Byron Burford, til) 
21/9. New Haven: Yale University School of Archi. 
tecture, Good Design in Switzerland (S), till 22/1. 
New York: Brooklyn Museum, Exhibition of funer. 
ary art, from 20/10. Guggenheim Museum: Works 
submitted for the 2nd Guggenheim Internationa) 
Award, from 22/10. Metropolitan Museum: 14 Amer. 
ican masters from Colonial times till today, from 
16/10; Winslow Homer (organized with The National 
Gallery, Washington), and International Ceramic; 
Exhibition (organized by the Syracuse Museum), 
January. Morgan Library: Dutch Master Drawings 
from Bosch to Van Gogh (S), 8—30/1l. Museum of 
Contemporary Crafts: Finnish Rugs, September; 
Contemporary metal work, February. Museum of 
Modern Art: New Acquisitions, 8/10—9/11; Jean Arp 
Retrospective, 8/10—30/11; American Architecture 
Worth Saving, 8/10—15/12. Museum of Primitive Art; 
Primitive Sculpture in Goid and other Metals, late 
October—mid February. Whitney Museum: 60 Paint- 
ings by Fulbright Winners of the past 10 years, 
September; Arthur G. Dove Retrospective, and New 
Acquisitions, October; Attilio Salemme Memorial 
Show and the Whitney Annual. Castelli Gallery: 
Recent work by Bluhm, Brach, Dzubas, Jasper 
Johns, Marisol, Rauschenberg, Schueler, 21/10 —8/11. 
Barone Gallery: Alfred Rogoway, Donald Carrick, 
Hilda Morris. Peter Deitsch: 19th and 20th century 
prints and drawings. Rose Fried: Ronnie Elliott, till 
25/10. Hirschl & Adler: 18th—20th century American 
and European art. Martha Jackson: Paintings by 
the Gutai Group of Japan, till 25/10; Suggestions for 
Young Collectors, 28/10 — 22/11; Sam Francis, 25/1l— 
20/12. Sidney Janis: 10th Anniversary Exhibition of 
American and European Paintings. Knoedler: Sey- 
mour Fogel, paintings, till 25/10; Andrew Wyeth, 
work of the past 5 years, 27/10—22/11. Kootz: Five 
Master Works by Picasso, till 18/10; Serpan, new 
paintings, 21/10—8/11; Hosiasson, new paintings, 
11—29/11. Matisse: Modern paintings and sculpture; 
Miré, a previously unexhibited phase of his work, 
late October. Meltzer Gallery: Chinese Woodcuts of 
1850—1911, till 18/10; Robert Kiley, recent paintings, 
20/10—1/11; Northwest Coast Indian Art from the 
Rasmussen Collection, 5/11—6/12. Perls: Contemp- 
orary masters. Viviano: Young American and Europ- 
ean artists. Ruth White: Dorothy Brown, paintings, 
till 11/10; Neustadt, prints and collages, till 31/10. 
Workshop Gallery: Beate Hulbeck, collages, from 
7/10. World House: Contemporary American and 
European artists. Northfield: Carlton College, Con- 
temporary Finnish Architecture (S), 19/10—16/ll. 
Oberlin: Allen Museum, Swedish Rock Carvings (S), 
till 22/10. Poughkeepsie: Vassar College, German 
Artists Today (S), till 22/10. Seattle: Zoe Dusanne 
Gallery, Virginia Banks, till 23/10; Schwidder and 
Dalquist, 28/10—18/11; Windsor Utley, 25/11—17/12. 
Toledo: Museum of Art, Sargent Watercolours (S), 
till 26/10. Utica: Munson-Williams-Proctor Institute, 
Paintings from Italy—Three Generations, 2—23/ll. 
Washington: 150 Dutch Master Drawings from Bosch 
to Van Gogh, a loan exhibition organized by the 
Smithsonian Institution in cooperation with the 
Dutch Government, at the National Gallery of Art, 
October 5—26. 


ART INTERNATIONAL 
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6 4 ...and you're back home! 


q ry a Right here in Europe, you're nearer home than you think. 
When your vacation’s over, you can find yourself back 
in familiar American surroundings even before you leave 


} . ° the shores of France - just by stepping over the fifty feet 


' 8 of gangplank on to the famed “ United States” or her 


“ 


running mate, the “ America ”. 


However much you've enjoyed your stay in Europe, you'll 
a, appreciate rediscovering all the things that mean “ home” 
to you aboard these fine, modern ships; and you'll appre- 
ciate, too, the superb comfort, wonderful meals, first-class 
8 service and unrivalled facilities for fun and relaxation that 
United States Lines offer their passengers. 


Regular freight services between France and the U.S.A. by ultra-modern 
cargo vessels specially equipped for transporting valuables and works of art 


wt wore United Stores lines 


Paris office: 10, rue Auber - Tél. OPEra 89-80 


Wittenborn 


is owned and directed by Joyce and George Wittenborn who enjoy receiving visitors from all ove the 
world. They are getting more letters and orders than ever before—in English, French, German, Spa ish 
Italian, Dutch, Swedish, Portuguese and a sprinkling of other languages (except Russian, Chinese and 
Hindu, which Joyce and George do not understand!) 


Here are some intriguing offers and news of coming activities and publishing ventures: 


Import & Export Dept MODERN ART: A PICTORIAL ANTHOLOGY, edited by Charles McC 
Museum of Modern Art Library. Texts by: Sam Hunter, Stuart Preston, Ber 
Myers, A. L. Chanin, Arthur Drexler, Herwin Schaefer, Bernard Karpel. 4% 
1044 illustrations, $9.50 
CONTEMPORARY ART: Special issue of Yale French Studies. Article 
B. Dorival, M. Ragon, R. Herbert, G. Habasque, T. Hess, H. Peyre, Etie1 
P. Guth, P. Schneider, K. Cornell, P. Francastel, V. Scully. 75 illustr. $2.0 
THE BANQUET YEARS, by Roger Shattuck. The Arts in France: 1885— 
Jarry, Rousseau, Satie, Apollinaire. 306 pp., 16 pp. of illustrations, bibl., > 
MODERN PAINTING, DRAWING & SCULPTURE, collected by Louise 
Joseph Pulitzer Jr., 134 illustrations, set, boxed, $5.00 


Publishing Dept ART CALENDAR for 1959, 25 tear sheets, all in colour. $2.50 
MONET, by Adrian Stokes, 24 pages, 8 colour plates, $2.50 
(European edition, Faber & Faber Ltd., London) 
DOCUMENTI D’ARTE D’OGGI, Vol. 5, 1957—58. Texts and works by Vero 
Dangelo, Dorfles, a.o. 150 pp., 100 ill., $8.50 (European edition, A. Salto, Mi 
KAFKA PASSAGES, by J. L. Cuevas & E. Feldman. Experimental photo-of 
with 16 colour illustrations, $15.00 

Second-hand & Rare PICASSO LITHOGRAPHIE, Mourlot tome 1 

Book Dept VERVE, Paris. no. 3 
DUCHAMP, La mariée mise a nu par ses celibataires méme, The Green 
with 93 documents, signed, 1934 
DAS WERK ERNST LUDWIG KIRCHNERS, by W. Grohmann, 1926 


Prices on request 


One-Wall-Gallery Xanti Schawinsky, Silvano Bozzolini, Cliff Holden, Max Kohler, a. o. 


Subscription Dept.: IT IS, the new American Art Magazine of the New York School, edited 
S. Gallo. De Kooning, Ad Reinhardt, Ferren, Lassaw, Goodnough, Twor! 
Nivola, Guston, Kline et al. Single issue $2.25, 3 issues per year $5.50. 


ONE, Annual of the New Art, edited by J. Baljeu and E. Bernstein, $2.50 


We also act as distributors of the following European Art Magazines at 
publishers’ original rates: ART INTERNATIONAL, XXe SIECLE, QUADR 
CIMAISE, DIE KUNST, DAS KUNSTWERK, PANDERMA, NEW GRAPIi 
DESIGN, ZODIAC 

Mail Order Dept We are able to supply information on old and new art publications: we 


equipped to handle any art book requests and we solicit your trial order. 


Catalogue Dept We issue a monthly Art Bulletin listing new literature on the Fine and App 
Arts and allied subjects. We invite authors, agents and publishers to sen 
their advance notices 


at 1018 Madison Ave, New York 21, near 79th Stre 


Joyce and George Wittenborn 


extend all good wishes fo 

the coming season to + 
customers old and new, 

to art book publishers 

and their colleagues 

in the field of te 


